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T. S. Eliot consistently maintained that there was a 
close relation between his poetics and his poetry; that 
his poetic theory was the "by-product" of his "poetry- 
workshop" and best applied to his literary works, rather 
than regarded as general aesthetic principles to be 
applied to all poetry. This is the basis on which this 
study is undertaken. The study itself has two major aims. 
The first is to approach Eliot's creative works 
through the perspective of his poetics. I have attempted 
to identify certain of Eliot's major aesthetic theories 
and to relate them to those poems contemporary with them. 
I have also examined some of Eliot's poetic theories which 
may be seen in a more general way as illuminating and 
relevant to all his creative works. My study also 
identifies certain of Eliot's theories concerning drama 
and demonstrates how each of these is closely related to a 
particular play. 
My second aim is to show how all Eliot's poetry may be 
2 
regarded as one great work of art. This developea in 
three stages which chart the poet's spiritual proEýress 
from the despair of the early poems through the 
confession and contrition of "The Hollow Men" and "Ash 
Wednesday" , to the sense of illumination and beatitu. de in 
Four Quartets. This progression, which reflects the 
pattern of the three stages in the Christian drama of 
salvation, is also evident in Eliot's plays. I have tried 
to show that his poetry, his poetics, and his life all 
fall into a common pattern and that there is a close 
interrelationship between the three. 
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A NOTE ON (4, UOTATIONS, REFERENCES, AND THE BIBLIOGRAPHY 
For a complete list of T. S. Eliot's works used in the 
preparation of this thesis, see the Bibliography. All 
quotations from Eliot's poems and plays are from the 
following editions: 
Poetry: Collected Poems: 1909-1962 (London, 1963, 
reprinted 1967) 
Poems Written in Early Youth (Stockholm, 1950, 
London, 1967) 
The Waste Land: A Facsimile and Transcript of the 
Original Drafts Including the Annotations of 
Ezra Pound, edited by Valerie Eliot (London, 
1971, reprinted 1980) 
Plays: Murder in the Cathedral (London, 1935, reprinted 
19? 4) 
Sweeney Agonistes published in Collected Poems: 
1909-1962 
The Cocktail (London, 1950, reset 1974) 
The Confidential Clerk (London, 1954, reprinted 
1974) 
The Elder Statesman (London, 1969, reprinted 1973) 
The Family eunion (London, 1939, reprinted 1976) 
The Rock (London, 1934) 
Unless otherwise stated, all biblical quotations are from 
the Holy Bible: Authorized King James Version (Oxford) 
V 
Where two publication dates are given, the first is the 
original date of publication and the second is that of 
the edition used. 
CHAPTER I 
INTRODUCTION - ELIOT'S POETICS :A PERSPECTIVE 
When the critics are themselves poets, it 
may be suspected that they have formed 
their critical statements with a view to 
justifying their poetic practice. 1 
Ten years after the publication of The Waste Land, T. S. 
Eliot stated of Matthew Arnold, "it is ... necessary to 
remind ourselves that his creative and his critical writings 
are essentially the work of the same man". 
2 Eliot's point 
here is a reaffirmation of the close relationship between a 
poet's poetics and his poetry. This statement has many 
historical precedents. To go back to Medieval literature, 
La Vita Nuova by Dante, a poet whom Eliot greatly admired, 
describes the poet's own experience of the creative process. 
In the century and a half preceding Eliot's statement, 
Wordsworth, Coleridge, Shelley, Keats, and Arnold were also 
preoccupied with formulating theories of poetry which were W 
closely related to the kind of poetry they themselves wrote. 
The close relationship between his own poetics and his 
poetry is one which Eliot constantly reiterates. In "The 
Frontiers of Criticism" (1956) he identifies his poetics as 
the "by-product" of his own "poetry-workshop". He also 
states their inadequacy as general aesthetic principles, 
regarding them instead as formulations based on his own 
2 
experience of writing poetry, and therefore best applied to 
his own work: "My criticism ... its merits and its 
limitations can be fully appreciated only when it is 
considered in relation to the poetry I have written myself.,, 
3 
This is the basis on which this study is undertaken. Its 
main aim is to identify certain of Eliot's major aesthetic 
formulations and to demonstrate how they may throw light on 
the poems more or less contemporary with them. His early 
theory of tradition, the "historical sense", impersonality, 
and the "objective correlative" may illuminate Prufrock and 
Other Observations and Poems 1920. His endorsement of the 
use of myth has greatest relevance to The Waste Land, and 
later to the plays. Eliot's remarks on the expression of 
belief in poetry may be related to "Ash Wednesday", "The 
Hollow Men", and Ariel Poems. Since the poet's personal 
belief is most evident in Four Quartets, it is his theory 
of poetry as exploration which may be specifically relevant 
to the poem. At the same time, this study also identifies 
Eliot's more general theories on "the auditory imagination", 
"the music of poetry", and "the three voices of poetry", 
and demonstrates that they are part of his developing 
technique. These may be applied in a more general sense to 
all his poetry. The study also aims to demonstrate that 
there is a similarly close relationship between Eliot's 
poetics and his practice in drama. 
A continuously unfolding pattern is clearly visible 
throughout Eliot's poetry and drama on both the thematic 
and structural levels so that all his works may be regarded 
as one great work of art. The all-pervasive pattern is 
that of the Christian drama of salvation. In this sense, 
Eliot's work has particularly close affinities with that of 
Dante and some of the seventeenth-century metaphysical 
poets. A similar pattern may be traced in Dante's The 
Divine Come , Milton's Paradise Lost and Samson Agonistes, 
and later, at the end of the eighteenth century, in 
Coleridge's The Rime of the Ancient Mariner. 
While concentrating mainly on the religious elements in 
Eliot's work, this study also proposes to take into account 
the various philosophical, literary, and aesthetic 
influences on his intellectual and poetic development. 
Also relevant is the autobiographical nature of Eliot's 
poetry, since behind the universal, archetypal pattern of 
salvation, one may trace the personal progress of the poet 
through the anguished "dark night" of the soul in The Waste 
Land to the sense of illumination and beatitude in Four 
Quartets. 
000000 
Eliot's Poetics :A Perspective 
At different periods, Eliot's views seem to conflict, as 
he dismisses earlier theories, declares he no longer 
understands or cares for them, or states, "I have no general 
theory of my own". 
4 His criticism is characterised by a 
process of definition followed by rejection, redefinition, 
or qualification. His theories have been extensively 
debated, but those who have written about them may be 
divided into two main groups. On the one hand there are 
those critics who regard Eliot's poetics as a consistent 
body of doctrine and evaluate it mainly from the point of 
view of aesthetics. This is the view taken by critics such 
as Conrad Aiken, L. C. Knights, Yvor Winters, Fei-Pai Lu, 
and to a lesser extent, Brian Lee. They concentrate on 
Eliot's "method", viewing him primarily as an aesthetician. 
On the other hand, there are those who establish a relation 
between Eliot's poetics and his poetry. The second group 
seems to me to throw the greater light on Eliot's poetic and 
critical development. 
In reviewing The Sacred Wood in 1921, Conrad Aiken 
recognized the inconsistencies in Eliot's theories and 
regarded his method as unscientific because of his constant 
wavering between affirmation and denial of the relevance of 
personality to artistic creation. He refers to Eliot's 
"perplexity and obscurity and lack of coherence" and regards 
these as serious defects in his critical method. 
5 Other 
aspects of Eliot's criticism were also objected to by critics 
such as L. C. Knights and Yvor Winters. Knights states of 
Eliot's insistence on the relation between morals, poetry, 
and life. - "'Pure criticism' is nowhere urged and demonstrated 
more effectively than in The Sacred Wood.... He writes as a 
critic not as a moralist, but an awareness of a relation 
between poetry and morals, poetry and living, is everywhere 
implicit.,, 6 Winters states that Eliot has "repeatedly 
contradicted himself on every important issue that he has 
touched", but nevertheless maintains that Eliot's early 
essays are "valuable even when one does not agree with 
5 
them" 
Fei-Pai Lu identifies Eliot's theory of poetry as 
dialectical in structure and sees all the aspects fitting 
into a comprehensive whole. From this perspective, Lu 
argues, "Eliot's critical theory being a dialectical 
structure, in one sense, it is most unsystematic; but, in 
another, it is most systematic. ,8 On the other hand, Brian 
Lee argues that Eliot's theories of personality and 
impersonality are central to an understanding of his 
criticism and that finally, "True personality and true 
impersonality are the same thing". 
9 Lee's study both 
contrasts with and complements that of Lu. Lee is 
sensitive to the experimental nature of Eliot's poetics and 
to the fact that they 'were determined by his poetic 
practice. He maintains that the criticism has to be seen 
as a living practical issue and not simply as a theoretical 
one. Because of this, he concludes that 
4, *. the critic will have to concentrate 
on the living tissue in the work, and 
not try to make the whole live by 
makina sense of it: and the only way of 
7eciding which is the living tissue is 
by reading the criticism as literature: 
through response and the testing of 
response. "Method" can't do it .... 
find ... a tracery of instability throughout the criticism. The active 
personality is continually being betrayed 
by the passive, thought and feeling 
separate - and then are united in 
"reconciliations". 10 
Lee's study is an improvement on Luls in that he regards 
the criticism as that of a practising poet and views it as 
continuous with the poetry. The main drawback to all the 
6 
theories mentioned so far except Leels, is that they tend 
to isolate the poetics from the poetry and to deny the 
dynamic relationship which exists between the two, because 
they do not systematically apply the one to the other. It 
is for this reason that there will always seem to be loose 
ends and inconsistencies in Eliot Is poetic theories when 
viewed in isolation. From such a perspective, they will 
always seem to contain elements of the unscientific and 
"unsystematic" for they are not the carefully worked out 
body of aesthetic thought which one might find in a book 
dealing specifically with aesthetics in a purely abstract or 
philosophical manner, but are theories which evolved alongside 
Eliot's poetic practice. This is a fact Aiken had conceded 
in his 1921 essay when he stated that "Mr. Eliot himself is 
forever abandoning us on the very doorstep of the 
illuminating. --- He does not always know in advance where he 
is going "ll In addition, Eliot himself recognizes that he 
is not an aesthetician in the full sense of the term and made 
it plain in 1933 that the "extreme of theorising about the 
nature of poetry ... belongs to the study of aesthetics and 
is no concern of the poet or of a critic with my limited 
12 
qualifications" . 
The second type of criticism on Eliot's poetics, 
attempts to establish a link between them and the poetry. 
F. 0. Matthiessen, Helen Gardner, and A. D. Moody are three 
outstanding scholars who have attempted to do this. 
13 
However, while Matthiessen and Gardner identify specific 
theories, they apply them in a general way to the poetry as 
a whole or else they identify and apply general theories in 
7 
what may be felt to be too specific a manner, to particular 
poems. Moody, whose primary concern is to trace the poet's 
creative development and growing sensibility, argues that 
"Eliot's poetry is made up of what the man lived through; 
but the we come to know in it is an elected self, a 
personality deliberately fashioned in the medium of 
language, and whose only real existence is in the poetry" . 
14 
He states that an "account of Eliot's thinking about poetry 
is given in the course of the book, as the poetry calls for 
it and can be elucidated by it". 
15 Thus, the close 
relationship between the poetics and the poetry is not 
systematically demonstrated. The interrelatedness between 
Eliot's poetics and poetry is also perceived by M. C. 
Bradbrook and Cleanth Brooks. Bradbrook focuses on the 
stylistic aspects of Eliot's criticism, claiming that his 
method is "neutral", that it neither coerces through reason 
nor persuades through emotional appeal, but merely 
elucidates. Bradbrook perceives a relationship between 
Eliot's poetics and his poetry, but does not develop this 
to any extent. She states that his "equipment as a critic 
is congruent with his equipment as a poet: each reanimates 
the other. In either case, their strength derives from the 
double endowment of a sense of language and a sense of 
structure. , 
16 Brooks's view is that Eliot's "poetry arose 
out of a mental and spiritual activity that necessarily 
showed itself in literary and social criticism". 
17 Whatever 
view scholars and critics take, it is arguable that Eliot's 
method is eclectic: that he was not concerned with 
8 
systematic theorizing, but with adapting those critical 
theories which suited his particular purpose. His poetics 
are therefore best examined in relation to his own artistic 
development, his social, political, and religious 
convictions, and to certain significant emotional and 
religious experiences in his personal life. For, his 
poetics and poetic practice, on close examination, developed 
alongside each other, as the epigraph to this chapter 
indicates. 
His poetics are best perceived as an evolutionary 
process in which the poet struggles to achieve unity of 
experience and to relate his own artistic creation to his 
personal experiences. Part of the complexity of Eliot's 
criticism however, is that despite his insistence on the 
inadequacy of his poetics as general aesthetic principles, 
he subtly implies through tone and generalized statements, 
that he is aiming also at general validity, and attempts a 
formulation which will fit into a wider perspective of 
literature. Thus he aims at comprehensiveness. At some 
points, his poetics seem dialectical in structure. The 
principle of dialectic is comprehensive. It helps to solve 
the apparent tensions, imbalances and contradictions in his 
poetics as he strives to come to a fuller, more comprehensive 
apprehension of the nature of his subject. Eliot's constant 
affirmation, denial, and tentative resolution suggest a 
recognition of the baffling and elusive nature cf poetry and V 
the poetic process, no definition of which can be wholly 
precise. However, part of the complexity of Eliot's poetics 
is that they are not always dialectical. Often, a straight 
9 
change of mind is involved, or a modification of a -previous 
opinion. Sometimes there is even flat contradiction. His 
views on the roles of emotion and personality, and of V 
belief and philosophy in art as well as his opposing 
evaluations of Milton's works are examples of this. A 
recognition of the contradictions evident in his poetics is 
expressed by Eliot in "The Music of Poetry" (1942): 
I can never re-read any of my own prose 
writings without acute embarrassment ... 
and consequently may not take account of 
all the assertions to which I have at 
one time or another committed myself; I 
may often repeat what I have said before, 
and I may often contradict m, -y self 
We must return to the scholar for 
ascertainment of facts, and to the more 
detached critic for impartial judgment. 18 
Eliot's poetics may be divided into three stages: the 
early stage comprises essays published in The Sacred Wood 
(1920); the second consists of those of the 1920s; and the 
third stage starts somewhere around 1927. This division is 
fairly congruent with Eliot's own definition of the three 
stages of his poetics as expressed in "To Criticize the 
Critic" (1961). 19 We can trace three stages in his -poetic 
development loosely paralleling those of his -Doetics: The 
first stage is made up of Poems Written. in Early_ Youth, 
Prufrock and Other Observations, and Poems 1920. The Waste 
Land (1922) and "The Hollow Men" (1925) mark the middle 
stage. "Ash Wednesday" (1930), Ariel Poems (1927-30) and 
Four Quartets (1935-42) belong to the third stage. The Rock 
and all the plays fit into this late stage. These three 
stages also correspond to the stages in the Christian drama 
10 
of salvation: sin and recognition of si n; moral acceptance 
of sin leading to contrition and confession; and redemption 
leading to affirmation of faith. 
SSSSS 
In defining poetry tind the role of emotion and 
personality in poetry, Eliot's early manifesto, his 1919 
essay, "Tradition and the Individual Talent ", is most 
significant. There he states that poetry is the expression 
of emotion but insists that the emotion of poetry is 
impersonal and that the problem of artistic expression of 
emotion relates not to the intensity of the personal 
emotion, but to the "significant" impersonal expression of 
emotion. His "Impersonal" theory states that poetry 
involves "the process of transmutation of emotion". 
attacks the Romantic theory of poetry: 
ee* it is neither emotion, nor 
recollection, nor, without distortion 
of meaning, tranquillity.... Poetry is 
not a turning loose of emotion, but an 
escape from emotion; it is not the 
expression of personalitý, but an 
escape from personality. 
He 
Eliot conceives of impersonality as being composed of 
both positive and negative aspects. He states that the 
poet's mind is "a receptacle for seizinE and storing up 
numberless feelings, phrases, images, which remain there 
until all the particles which can unite to form a new 
21 
compound are present together" . In "The Perfect 
Critic" 
(1920) he elaborates on this process by stating that 
11 
"suggestions" from the poet's personal experiences become 
fused with those from "multitudinous experience", resulting 
in "a new object which is no longer purely personal, because 
22 it is a work of art itself" . In a positive sense, Eliot 
contends, impersonality arrives at the expression of 
universal significant emotion via the particular. In a 
negative sense, impersonality in art results in general 
statements which are not supported by specific or particular 
experiences - He insists that the emotion expressed in art 
is impersonal. Thus poetry must not express personal 
emotion in the subjective sense, but instead, objective 
emotion which "has its lif e in the poem and not in the 
history of the poet" . 
23 However, Eliot is not consistent on 
this point. By 1927 in "Shakespeare and the Stoicism of 
Seneca", he introduces the notion of personality in its 
subjective sense as relevant to his own poetry by censuring 
critics who "invariably ignored ... what I did write from 
personal experience". 
24 In "John Ford" (1932), he states 
that Shakespeare's works are united by the underlying pattern 
of a significant and consistently developing personality and 
thus his emotion and personality are relevant to an 
appreciation of the corpus. In "Yeats" (1940) he explains 
the dichotomy between his early and later formulations on 
impersonality by appealing to his theory of unity of 
experience, comprehensiveness, and universality: 
I have, in early essays, extolled 
what I called impersonality in art, and 
it may seem that, in giving as a reason 
for the superiority of Yeats's later 
work the greater expression of 
12 
personality in it, I am contradicting 
myself. It may be that I expressed 
myself badly, or that I had only an 
adolescent grasp of that idea ... but I think now ... that the truth of the 
matter is as follows. There are two 
forms of impersonality: that which 
is natural to the mere skilful 
craftsman, and that which is more and 
more achieved by the maturing artist. 
The first is that of what I have called 
the "anthology piece', .... The second impersonality is that of the poet who, 
out of intense and personal experience, 
is able to express a general truth; 
retaining all the particularity of his 
experience, to make of it a general 
symbol. 25 
While his formulations on the expression of personality 
in poetry underwent changes, Eliot is consistent in his 
view that poetry is essentially emotional. In "Shakespeare 
and the Stoicism of 6eneca", he insists that poetry is not 
intellectual and so cannot be defined in intellectual terms: 
"Poetry is not a substitute for philosophy or theology or 
religion ... it has its own function. But as this function 
is not intellectual but emotional, it cannot be defined 
adequately in intellectual terms. 1126 He modifies this view 
in 1945 to include both intellect and sensibility. He 
states that when he identifies poetry rather than prose as 
expressing emotion and feeling, he does "not mean that 
poetry need have no intellectual content or meaning "0 
27 
The 1919 essay also defines poetry as non-discursive 
and self -referential, concerned with itself and its medium 
rather than the expression of personality in a subjective 
sense. In Eliot's view, the poet has "not a 'personality' 
to express, but a particular medium ... in which 
13 
impressions and experiences combine in peculiar and 
28 
unexpected ways" . This assertion that art is impersonal 
and self-referential is anti-Romantic. It shifts the focus 
of attention away from the poet and to the poem and also 
grants the poem a life of its own. Eliot also states in 
his Preface to the 1928 Edition of The Sacred Wood that 
poetry has an intrinsic value which is part of its self - 
referential nature and asserts that poetry must be 
29 considered "primarily as poetry and not another thing" . 
Again, in 1932, in his Introduction to The Use of Poetry and 
the Use of_Criticism, he asserts that "that which is to be 
communicated is the poem itself , and only incidentally the 
experience and the thought which have gone into it,,. 
30 
The problem of objective expression is inextricable 
from the question of technique. Eliot agrees with Remy de 
Gourmont that poetry involves a process of transmutation. 
In the poetic process, the poet succeeds in the "transfusion 
of the personality, or ... the life, of the author into the 
character". 
31 This is achieved through the poet's mastery 
of his medium, which includes his use of language that is 
"transparent" in the sense that it is "definite", "concrete", 
and totally identified with the experience which it 
describes. In "Swinburne as Poet" (1920) Eliot states that 
language "presents the object, 
that the two are identified". 
32 
is so close to the object 
In Eliot's early poetics 
theref ore, a work of art is a presentation of emotion, or 
a state of mind. This presentation involves images and 
ideas. His theory of unity also leads him to hold that it 
14 
is naturally human to attach our strongest emotions to 
definite objects, and like the Imagists he insists that 
poetic expression should be concrete. Just as Pound, 
Hulme, and the Imagists held that poetry provides equations 
for emotions, Eliot contends that images become the 
"transparent" medium for the expression of emotion. At 
this stage, he supports the poetry of concrete experience 
and lucidity of style. This position gives rise to his 
theory of the "objective correlative", articulated in 
"Hamlet 11 (1919): 
The only way of expressing emotion 
in the form of art is by f inding an 
"objective correlative"; in other words, 
a set of objects, a situation, a chain 
of events which shall be the formula of 
that particular emotion; such that when 
the external facts, which must terminate 
in sensory experience, are given, the 
emotion is immediately evoked. 33 
In a loose sense Eliot's definition of the "objective 
correlative" may seem to imply that the art of poetry is 
merely that of f inding the correct f ormula f or the 
particular emotion to be expressed, that the creation and 
the interpretation of the poem is simply a process of 
identifying emotions by associating them with objects, images, 
or events. While this theory achieves for Eliot a perfect 
f it with his "Impersonal" theory of the same year, by 1928 
his position has chanEed as he recognizes the difficulties 
of definition. He states that poetry is not a formula and 
that any definition which may be applicable to all poetry, 
"becomes so general as to be meaningless". 
34 The difficulty 
of definition leads him to argue that the problem is one of 
15 
organization and technique as well as individual sensibility 
and knowledge of poetry. he suggests that we should 
approach poetry as "excellent words in excellent arrangement 
and excellent metreit. 
35 
As Eliot's position on the role of impersonality in 
poetry shifts, he admits that since the poet is seen as a 
"recorder" and since poetry is created by the use of images, 
he may record images or symbols without concerning himself 
with their meaning, but only with the aesthetic form of the 
work. This view is expressed in 1933: 
There are various degrees of symbolism 
in imagery. A poet may have a set of 
imagery come whole and self-sufficient 
to his mind, so that his sole conscious 
concern is to set down that vision 
without concerning himself, in the act 
of composition, with the meaning of it, 
but only with the delight of the 
symmetry of the picture. 36 
Here Eliot is recognizing the fact that the creative process 
includes a sub-conscious element and may be one of long 
gestation. In The Use of Poetry and the Use of Criticism 
(1933) he states that there are images charged with such 
intensity of emotion that the poet cannot fully grasp their 
significance because they "represent the depths of feeling 
into which we cannot peer". 
37 He acknowledges in "The Three 
Voices of Poetry 11 (1953) that in the creative process it is 
possible for the embryonic poem to gestate and emerge 
without the poet knowing precisely what he wants to say or 
how he wants to say it: 
He has something germinating in him 
16 
for which he must find words; but he 
cannot know what words he wants until he 
has found the words; he cannot identify 
this embryo until it has been 
transformed into an arrangement of the 
right words in the right order. 38 
Poetic unity also involves, as we have said, the 
principle of comprehensiveness. This principle enables 
Eliot to state that poetry may explore a "peculiar" range 
of sensibility. This leads to his definition of poetry as 
involving the "auditory imagination", a process he describes 
in 1932. It includes 
*0. the feeling for syllable and rhythm, 
penetrating far below the conscious levels 
of thought and feeling ... seeking the 
beginning and the end. It works through 
meanings, certainly, or not without 
meanings in the ordinary sense, and fuses 
the old and obliterated and the trite, 
the current, and the new and surprising, 
the most ancient and the most civilised 
mentality. 39 
The principle of comprehensiveness enables him from the 
1930S onwards to distinguish between two types of poetry: 
that which describes the definite world of experience and 
that which explores the indefinite "borders of 
consciousness" - The poet is therefore concerned, not only 
with the rendering of the visible , tangible, and 
definite experiences and emotions through the use of 
definite, concrete imagery, but also with the exploration 
and expression of more spiritual, intangible experiences 
which may even be inexpressible. Eliot therefore proposes 
the theory that poetry seeks to exT)lore the human 
consciousness, the unknown, and the "inexpressible", 
17 
believing that poetry should explore the "subtleties of 
thought and feeling". 
In "The Music of Poetry" Eliot recognizes that since 
language is by nature allusive each word has to be assessed 
in its context and relies on its "secondary meanings" and 
"floating feelings". The meaning of a word is not merely v 
in the conscious mind, but also deeply embedded in the 
unconscious as his theory of the "auditory imagination" 
had suggested: "If, as we are aware, only a part of the 
meaning can be conveyed by paraphrase, that is because the 
poet is occupied with frontiers of consciousness beyond 
which IN Ords fail, though meanings still exist. " 
40 Hence 
his fine definition of poetry as "a raid on the 
inarticulate ". 
Another question which Eliot explores through his 
theory of unity and comprehensiveness, is whether poetry 
has meaning; whether it says something or is merely 
expressive or mimetic, and whether meaning is important to 
poetry. He states that poetry communicates, although this 
is communication of a special kind and the poem may be only 
about itself as stated in The Use of Poetry and the Use of 
Criticism. Here he recognizes that if "that which is to be 
communicated is the poem itself ... the problem of what a 
poem 'means' is a good deal more difficult than it at first 
appearsit. 
41 In 'The Social Function of Poetry" (1945) he 
is definite on the subject and in a way that coheres with 
his theory of the "auditory imagination" and with the 
notion of poetry as exploration: 
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... there is always the communication 
of some new experience, or some fresh 
understanding of the familiar, or the 
expression of something we have 
experienced but have no words for, 
which enlarges our consciousness or 
refines our sensibility. 42 
Eliot's views on meaning are ambivalent. At first, 
under the influence of I. A. Richards, he seems to think 
meaning is unimportant. However, he later modifies this. 
By 1933 in The Use of Poetry and the Use of Criticism he 
refutes Richards's theory of meaning. Yet, like the 
Symbolists, he regards poetry as similar to music. The 
mastery of poetry also involves "the music of poetry" or 
the musical structure of the poein. Eliot Is view, as stated 
in "The Music of Poetry" is that a poem can have "a musical 
pattern of sound and a musical pattern of the secondary 
meanings of the words which compose it, and ... these two 
patterns are indissoluble and one". 
43 In this formulation, 
Eliot maintains an emphasis on the unity of pattern and 
meaning. Just as he holds that the union of thought and 
feeling is essential to poetry, he contends that the union 
of sound and sense is also essential. In "From Poe to 
Valery" (1948) he defines the word as being composed of 
sound, imagery, and meaning and maintains that these 
elements should -be unified, that "sound and sense must 
cooperate". 
44 
There is an emphasis on form throughout Eliot's poetics. 
Form - order, structure, pattern, and design - are important 
to poetry. In "The Possibility of a Poetic Drama" (1920) 
he states that form and content must combine to create 
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organic unity. From a technical point of view, the poet's 
job is not simply to "invent a shape, a rhyme or a rhythm". 
He should also fully develop "the whole appropriate content 
of this rhyme or rhythm". 
45 The art of poetry therefore 
involves the art of orEanization. The poet aims to create a 
pattern of meanings through his use of the complex word as 
stated in 1931: 
To find the word and give it the utmost 
meaning, in its place; to mean as many 
things as possible, to make it both 
exact and comprehensive, and really to 
unite the disparate and remote, to give 
them a fusion and a pattern within the 
word, surely this is the mastery at 
which the poet aims. 46 
If, as Eliot's early poetics assert, the poet is 
"impersonal" and records his vision in an impersonal manner 
through images which may have "various degrees of symbolism" 
which suggest meaning through the form of an "objective 
correlative", then the question of belief arises. The 
answer he gives to the question follows the manner in which 
he resolves the problemsof expression of emotion and 
impersonality in poetry - by apý; ealing to the principle of 
comprehensiveness. He holds that in a certain sense belief 
is not necessary to the creation of poetry, for a poet can 
utilize an idea without necessarily believing in it, in the 
same way that he can express an emotion that he has never 
experienced. In "Shakespeare and the Stoicism of Seneca" 
he states: 
I doubt whether belief proper enters 
into the activity of a great -poet, qua 
2c 
poet. That is, Dante, qua poet, did not believe or disbelieve the Thomist 
cosmology or theory of the soul: he 
merely made use of it, or a fusion took 
place between his initial emotional 
impulses and a theory, for the purpose 
of making poetry. 47 
On the other hand, Eliot holds the view in "Dante" (1929) 
that 
... the question of what Dante "believed" is always relevant. ... Cybu cannot af ford to ignore Dante's philosophical and 
theological beliefs, or to skip the 
passages which express them most clearly; 
but on the other hand you are not called 
upon to believe them yourself. 48 
There is thus a clear shift in his position between 1927 
and 1929. In the 1929 essay he attempts to arrive at a 
resolution by appealing to the principles of 
comprehensiveness and unity of experience. As with his 
theory of impersonality, private belief , like personal 
emotion, assumes a different nature when it is rendered 
into art. He holds that it is unlikely that Dante composed 
The Divine Come_ýZ witti only understanding and without 
belief But, he maintains, Dante's "private belief becomes 
49 
a different thing in becoming poetry" . Similarly, the 
question of belief on the part of the audience becomes 
pertinent. In the 1929 essay he states that while the 
reader is not "called upon" to believe the ideas expressed 
in the work, he is "called upon" to understand them, and in 
that sense, to "believe": 
If you can read poetry as poetry, you 
will "believe" in Dante's theology 
exactly as you believe in the ph-vsical V 
ýD 1 
reality of his journey; that is, you 
suspend both belief and disbelief .... What is necessary to appreciate the 
-poetry of the Purgatorio is not belief, 
but suspension of be! -ir-ef. 50 
This is of course similar to Coleridge's description in 
Biographia. Literaria of "that willing suspension of 
disbelief for the moment, which constitutes poetic faith". 
51 
Eliot argues that the poet can make use of 
philosophical ideas, -but is not himself a philosopher. In 
his 1920 essay on Dante Eliot maintains that he is not 
concerned with the truth of any particular philosophy, only 
with its meaning or with its possible truth as an object to 
be apprehended by the imagination: 
The poet can deal with philosophic ideas, 
not as matter for argument, but as matter 
for inspection. The original form of a 
philosophy cannot 'be poetic. But poetry 
can be penetrated by a philosophic idea 
0000 If we divorced poetry and 
philosophy altogether, we should bring a 
serious impeachment , not only against Dante , but agaiý5t most of Dante's 
contemporaries - 
While Eliot grants that poetry is dependent on personality 
in the narrow sense that the individual poet's 
personality may lead him to have certain preferences in 
philosophy and religion, he maintains that poetry should 
meet the conditions of art and that there is a definite 
relation between art and tradition. In the context in 
which the poet operates as part of a larger whole, Eliot 
argues in "Tradition and the Individual Talent" , tradition 
is part of the framework to which he must relate so that 
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literary continuity and artistic unity can be maintained. 
Tradition as he conceives it, is a dynamic, synthesizing 
process which provides a harmonious readjustment between 
old and new works of art: 
The existing order is complete before 
the new work arrives; for order to 
persist after the supervention of 
novelty, the whole existing order must 
be ... altered; and so the relations, 
proportions, values of each work ... toward the whole are readjusted; and 
this is conformity between the old and C7 -7 
the new.. ý'-? 
Eliot also holds that the artist's work is modified by his 
culture. The poet must possess an "historical sense" so that 
he can perceive his own creation within literary tradition: 
... the historical sense involves a 
perception, not only of the pastness of 
the past , but of its presence; the historical sense compels a man to write 
not merely with his own generation in 
his bones, but with a feeling that the 
whole of the literature of Europe from 
Homer and within it the whole of the 
literature of his own country has a 
simultaneous existence and composes a 
simultaneous order. This historical 
sense ... is what makes a writer traditional. And it is at the same time 
what makes a writer most acutely 
conscious of his plaSe in time, of his 
own contemporaneity. 4 
In "Philip Massinger" (1920) Eliot links the poet's 
"historical sense" to his use of allusion and imitation in 
-poetry. He lists as a factor affecting the poet's work, 
his ability to utilize the works of other poets or to 
imitate aspects of their work. In his view, artistic 
imitation may be a negative factor in the work of an 
23 
"immature" poet, but can be a positive "theft" when utilized 
by the skilful "mature" poet who will "make it into 
something better, or at least something different". 55 These 
theories of tradition lead Eliot to state that, as part of 
his "historical sense", a writer may utilize the mythical 
method as a means of imposing order on his creation, or of 
universalizing the experiences and emotions he wishes to 
express in his work. In 1923 he defends Joyce's use of the 
mythical method and heralds it as paramount in the 
imposition of order on modern experiences, "a way of 
controlling, of ordering, of giving a shape and a 
significance to the immense panorama of futility and anarchy 
which is contemporary history". 
56 
Eliot defines tradition so as to include both 
sensibility and intellect. It includes, he argues in After 
Strange Gods: A Primer of IVIodern Heresy (1934), both 
convention and the unconscious elements of the life of a 
community. Tradition, however, stands in a complex and 
dynamic relation to what he terms "orthodoxy": "Tradition 
by itself is not enough; it must be perpetually criticised 
and brought up to date under the supervision of what I call 
orthodox, y". 
57 Eliot's Anglo-Catholic position leads him to 
hold that in the West, tradition falls into the framework 
and under the direction of Christianity. For, in this wide 
sense, tradition includes "the habits of the community 
formulated, corrected, and elevated by the continuous 
thought and direction of the Church". 58 
Eliot also maintains that each poet must achieve a 
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consistent unity in his work to achieve a continuity of 
development. In "John Ford" he states that this, coupled 
with factors of continuity of theme, permanence and 
universality, and the relevance of the poet to his own age 
and to other ages is what makes him a major poet with "one 
significant, consistent, and developing personality". As 
dramatist and poet, Shakespeare achieves this: 
The whole of Shakespeare's work is one 
poem; and it is the poetry of it in 
this sense, not the poetry of isolated 
lines and passages or the poetry of the 
single figures which he created, that 
matters most. A man might, 
hypothetically, compose any number of 
fine passages or even of whole poems 
which would each give satisfaction, and 
yet not be a great poet, unless we felt 
them to -be united by one significant, 59 
consistent, and developing personality. 
The major poet is therefore one who produces works 
characterized -by an underlying unity which demonstrates his 
personality, his point of view, and his interpretation of 
life; something Eliot also sees demonstrated in the works 
of Goethe and Dante. 
Eliot also contends that the major poet will also be a 
classic Ifin tendency". According to "What is a Classic? 11 
the "classic" poet has 
Maturity of mind: this needs history, 
and the consciousness of history. 
Consciousness of history cannot be 
fully awake, except where there is 
other history than the history of the 
poet's own people: we need this in 60 
order to see our own place in history. 
Because Eliot conceives of the "classic" poets as able to 
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fit into the framework of impersonality, tradition, and 
orthodoxy, for him tfiey occupy the summit of the poetic 
hierarchy. The superiority of one "classic" over another 
is determined by the completeness of the system of values 
expressed in the work and the "coherence between faith and 
poetry". He regards Dante's work as superior to VirFil's, 
and Dante as the superior poet. In "A London Conversation 
with T. S. Eliot", Pellegrini wrote in 1949: 
... we came to talk of Dante, as the 
poet in whom ecumenical unity and faith 
are expressed; Eliot alluded to his 
veneration for Dante, and concluded that 
to us, today, has not been vouchsafed 
the attainment of that inner coherence 
between faith and poetry: we can only 
admire its supreme examplar in the 
greatest poet who ever lived. 61 
Yet, Eliot's views on classicism as well as on belief 
and poetry seem contradictory. In 1927 he declared himself 
a "classicist in literature". However, three years later, in 
"Baudelaire", he stated that "a poet in a romantic age 
62 
cannot be a 'classical' poet except in tendency" . On 
examination however, we find that what he means is that 
following on his theory of the poet's "historical sense" he 
is a "classicist" in that he uses elements of the literature 
of the past in his own work. His preference for a poet who 
demonstrates a "coherence between faith and poetry", 
suggests a kind of Puritanical prejudice. He describes 
himself as one who "combines a Catholic cast of mind, a 
Calvinistic heritage, and a Puritanical temperament 11.63 
This in itself accounts for his opposing views on Goethe. 
(IniversitY 
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In "What is a Classic? " he states that Goethe is "a 
universal author" but "we cannot call him a universal 
classic" for in his opinion, Goethe is "a little 
64 
provincial" . However, as is typical of Eliot, this view 
was to change. In "Goethe as the Sage" (1955) he renounced 
his former negative reaction to Goethe, stating that "my 
quarrel with Goethe was ... primarily a quarrel with his 
age" and places Goethe next to Dante and Shakespeare as a 
great European classic. 
65 
Ellotis theory of unity of experience and of 
comprehensiveness in poetry finds -parallel expression in 
his remarks on drama. In "The Possibility of a Poetic 
Drama" Eliot argues that the only criterion for drama is 
that of the work of art "aiming at the same intensity at 
66 
which poetry and the other forms of art aim" . In terms 
of dramatic technique he states that drama, like poetry, 
involves transmutation of the dramatist's subjective, 
personal view of life. He also argues that the ideal voice 
for drama is one like tile Elizabethan and Jacobean voice, 
that comes from popular entertainment-. 
Possibly the majority of attempts to 
confect a poetic drama have begun at 
the wrong end; they have aimed at the 
small public which wants "poetry. " 
... The Elizabethan drama was aimed at 
" public which wanted entertainment of 
" crude sort, but would stand a good 
deal of poetry; our problem should be to 
take a form of entertainment, and 
subject it to the process which would 
leave it a form of art. Perhaps the 
music-hall comedian is the best 
material. 67 
In accordance with his theory of impersonality, Eliot 
27 
states in "Four Elizabethan Dramatists" (1924) that the 
artist should work within set conventions, limit himself 
only to relevant details, and so maintain the impersonality 
necessary for art. His remarks imply a prejudice against 
realistic drama which he regards as "drama striving steadily 
to escape the conditions of art". 
68 Eliot expresses a 
preference for liturgical rather than realistic drama. This 
is related to his personal convictions for by 1927 he had 
declared his acceptance of Anglo-Cathol-icism. In 1928 he 
states that drama finds its fullest expression in the liturgy 
which engendered it and that "we want the human drama, 
69 
related to the divine drama". Eliot also identifies the 
Mass as the highest kind of poetry. 
0000000 
Thus Eliot's poetics, while seeming to be contradictory 
on some issues, are held together in a unified whole through 
his conception of unity of experience, of intellect, and of 
sensibility as well as the principle of artistic 
comprehensiveness. The evolutionary process which 
characterizes these poetics clearly demonstrates that it is 
a record of his own experience of the creative process. He 
states this in "The Music of Poetry". 
I may often contradict myself. But I 
believe ... that the poet ... is always trying to defend the kind of poetry he 
is writing, or to formulate the kind 
that he wants to write. Especially when 
he is young, and actively engaged in 
battling for the kind of poetry which he 
28 
practises, he sees the poetry of the past 
in relation to his ovin: ... He is not so 
much a judge as an advocate. His 
knowledge even is likely to be partial: 
... What he writes about poetry ... must be assessed in relation to the poetry he 
writes. 70 
Eliot also acknowledges the evolutionary and experimental 
nature of his poetics in "Poetry and Dramall (1951): 
But, while If ind that I have been 
composing variations ... all my life, 
my views have been continually modified 
and renewed by increasing experience; so 
that I am impelled to take stock of the 
situation afresh at every stage of my 
own experimentation . 
71 
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CHATTER II 
THE "OBJECTIVE CORRELATIVE" AIG THE PREDICAIWENT 
OF THE MODERN POET : ELIOT'S EARLY VERSE 
A very young man, who is himself stirred 
to write ... is looking for masters who 
will elicit his consciousness of what he 
wants to say himself , of the kind of 
poetry that is in him to write. The 
taste of an adolescent writer is ... determined by personal needs-1 
... in my earlier criticism ... I was implicitly defending the sort of poetry 
that I and my friends wrote. This gave 
my essays a kind of urEency, the warmth 
of appeal of the advocate .... 
2 
The publication of The Sacred Wood in 1920 placed Eliot 
in the tradition of practising poets who were not merely 
theorizing about poetry, but were also defending the kind 
of poetry they were creating. F. 0. Matthiessen observes 
that since Wordsworth, Coleridge, and Arnold, "there was no 
detailed intensive re-examination of the quality and 
function of poetry until the publication of The Sacred 
Wood. 11.3 However, Eliot's definition of the role of emotion 
and personality in art, stands in sharp contrast to theirs. 
Wordsworth's Preface to Lyrical Ballads highlights the 
notion that the expression of emotion was of paramount 
importance to the new poetry the Romantics were creating: 
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** each of these poems has a purpose. 
, Do I should mention one other 
circumstance which distinguishes these 
Poems from the popular Poetry of the 
day; it is this, that the feeling 
therein develo-Ded gives importance to 
the action and situation and not the 
action and situation to the feelinF. 4 
On the other hand, Eliot contends that 
0 oo it is not the "greatness" ... of the 
emotions ... but the intensity of the 
artistic process ... that counts. 
5 
His early theory of impersonality requires some guarantee of 
objectivity, a guarantee that the poet's articulation 
"objectifies the subjective realm". There is thus the need 
for an external symbol or image analogous to the particular 
emotion. He takes into account the situation of artist, 
work and audience and maintains that in the creation of the 
work, the poet does not express his thoughts, but the 
"emotional equivalent" of thought. He also suggests that 
the reader should avoid the superimposition of his own 
emotional state on the interpretation of the work. He must 
"distinguish the poetry from an emotional state aroused in 
himself by the poetry, a state which may be merely an 
6 indulgence of his own emotions" . 
At first sight it may seem that Eliot is here defining 
artistic objectivity: the poet does not express his thoughts 
but the "emotional equivalent" of these. It seems on 
analysis however that Eliot does not in fact claim this, but 
is malcing the point that poetry is non-discursive and so is 
not necessarily concerned with thought. In the sense in 
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which he advocates impersonality, he recognizes that the 
poet's experience is the raw material from which he creates. 
As he puts it later in The Use of Poetry and the Use of 
Criticism "only a part of an author's imagery comes from 
his reading. It comes from the whole of his sensitive life 
since early childhood- "? While Eliot grants this, he 
maintains that to avoid artistic eccentricity and 
egocentricity these emotions must be objectified to achieve 
universality. Like his contemporaries, he believed this 
could be done only through the expression of precise, 
definite emotion in poetry, and through "clear visual images" 
such as those he admired in Dante. 
Eliot's 1919 formulation of the "objective correlative" 
principle is an attempt to describe a process by which 
objectivity and clarity are given to the expression of 
emotion in art. His theory states that poetry can only do 
this if the image, symbol, situation, or event is an 
adequate "formula" for the particular emotion. Isolated 
from the wider context of Eliot's poetics, this formula 
poses problems. If the poet choses an image which 
symbolizes the emotion he wishes to express, he can test its 
appropriateness for himself by whether it evokes that 
particular emotion in him, especially if he reverses roles 
and puts himself in the place of the reader. But while the 
poet may do this, a problem still remains for the reader. 
For the reader may not have previously associated that 
particular emotion with the particular image or symbol and 
so may not be able to establish the kind of correlation 
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which would enable him to interpret the poem in the way the 
poet intends. This leads to the problem of validity of 
interpretation. We need to know which interpretation is 
valid - the poet's, each reader's, or is there an 
interpretation which exists independently of both? It is 
only later, in 1933, in The Use of Poetry and the Use of 
Criticism, that Eliot attempts to answer this question, if 
in a peculiarly evasive and negative way, still granting an 
objective existence to the work as a self -ref ere ntial, 
non-discursive linguistic object, but also taking into 
account both poet and reader: 
The poem's existence is somewhere 
between the writer and the reader; it 
has a reality which is not simply the 
reality of what the writer is trying to 
"express", or of his experience of 
writing it, or of the experience of the 
reader or of the writer as reader .... W poem is not just either what the poet 
"planned" or what the reader conceives, 
nor is its"usell restricted wholly to 
what the author intended or to what it 
actually does for readers .... The poem 8 
has its own existence, apart from us .... 
.SI"I 
Just as the Romantics perceived the necessity for a 
change from neo-Classicism, so Eliot was among that group 
of theorists and artists who by the beginning of the 
twentieth century realized that poetic technique had become 
bankrupt and reduced to a decadent Romanticism. Eliot's 
antipathy towards Georgian Romanticism is not to be 
interpreted as a total rejection of Romanticism, but of a 
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poetic practice which had become inadequate to what he 
conceives the poet's task to be. He believes that the 
contemporary writer has to use language which is 
"struggling to digest and express new objects, ... new 
feelings, new aspects". 
9 He puts his reaction against 
Georgian Romanticism as articulated in his early poetics 
and poetry, in the perspective of his own era: 
I was in reaction, not only against 
Georgian poetry, but against Georgian 
criticism; I was writing in a context 
which the reader of today has either 
forgotten, or has never experienced-10 
In searching for his own literary theory he adopted 
a "classicist" viewpoint. This was by no means peculiar to 
Eliot. T. E. Hulme, who helped to organize "The Poets 
Club" in 1908, also held similar views on classicism. 
Hulme's Speculations, published posthumously in 1924, 
asserted the necessity for poetic inventiveness: "We shall 
not get any new efflorescence of verse until we get a new 
technique ,a new convention, to turn ourselves loose in. 
I'll 
Like Eliot, his insistence was on poetic language and 
craft; technique would be a central part of this new poetic 
"revolution". Hulme, like Eliot, recognized the poet as a 
person of special sensibility and sensitivity. The poet 
therefore is endowed with a more heightened and a more 
accurate perception of things than the average person. He 
is capable of perceptions in a more "detached" and 
impersonal manner, for, he is able to "pierce through here 
and there, accidentally as it were, the veil Dlaced between 
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us and reality by the limitations of our perception 
engendered by action. 1112 This formulation coincides with 
Eliot's view of poets as "those few men who combine an 
exceptional sensibility with an exceptional power over 
words". 
13 Hulme likens literature to the memory and 
suggests that the poet's perception of reality occurs in 
specific moments of vivid, intense consciousness: 
"Literature, like memory, selects only the vivid patches of 
life.... Life is composed of exquisite moments and the 
rest is shadows of them. 1114 Although Hulme is attacking 
and refuting Romanticism, this description is similar to 
that of Wordsworth's "spots of time", the kind of' 
experience which Joyce was later to label "epiphany". Hulme 
regarded the poem as an accurate presentation of these 
"exquisite moments". Eliot's emphasis however is on the 
presentation, not of "exquisite moments" but of the 
"emotional equivalent" of thought through the use of an 
"objective correlative". 
Another factor which Hulme identified as necessary for 
the poet, was a preoccupation with his medium, with 
moulding the language of ordinary perception to express 
special experiences and to translate them into complex 
poetic matter: 
You persist in an endeavour to so state 
things that the meaning does not escape, 
but is definitely forced on the 
attention of the reader.... It is 
because language will not carry over the 
exact thing you want to say, that you 
are compelled simply, in order to be 
accurate, to invent original ways of 
stating things. 15 
4C 
Eliot echoes this view in "The Metaphysical Poets" (1921): 
**. in the task of trying to find the 
verbal equivalent for states of mind 
and feeling ... Cthel -poet must become more and more comprehensive, 
more allusive, more indirect, in order 
to force, to dislocate if necessary, 
language into his meaning. 16 
It is important to note that the term "dislocate" suggests 
Expressionism rather than Hulme's Imagism. Hulme's theory 
was to be marketed in the literary world by Ezra Pound. 
However, Alun Jones states that historically, Hulme's 
Imagist movement had started before Pound became associated 
with it and it was in fact from Hulme that Pound took his 
cue. 
17 
While Eliot and Hulme held similar views, it is 
difficult to assess precisely the extent to which Hulme 
influenced Eliot's poetics. Certainly since Hulme's 
Speculations was not published until 1924, it could not 
have widely influenced poetic practice or aesthetics before 
that date, and Eliot's The Sacred Wood of 1920 indicates his 
defence of the kind of poetry he had already -been writing. 
However, some of Hulme's essays had been published by this 
time. Since both men were acquainted with Pound who 
influenced Eliot's poetry and played a large part in his 
early poetic career, it is certain that through Pound, 
Eliot was influenced indirectly by Hulme's ideas. By 
Eliot Is own account of the "first period" of his critical 
writing, he was familiar with Hulme's ideas: 
There were then two influences which 
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are not so incongruous as might at 
first sight appear : that of Irving 
Babbitt and that of Ezra Pound. The 
influence of Found at that time may 
be detected in references ... and 
sundry allusions to authors .... The influence of Babbitt (with an infusion 
later of T. E. Hulme ... ) is apDarent in my recurrent theme of Classicism 
versus Romanticism. 18 
This account of Hulme's ideas is therefore useful in 
setting Eliot's early poetics in the perspective of 
aesthetic thought, particularly those ideas which were more 
or less contemporary with his, for, the "new" poetry could 
only come about and be established through a concurrence of 
aesthetic thought and poetic practice. But we should not 
assume because Eliot and Hulme shared similar ideas, 
especially with regard to imagery, that Eliot is an Imagist 
poet. As an examination of his early poems will demonstrate, 
he is not an Imagist in the total sense of the term, although 
aspects of Imagism are clearly evidenced in his work. 
Eliot's "Preludes" for example, is close to Imagism in that 
it uses clear, precise images to convey meaning directly. 
Gertrude Patterson makes a distinction between Imagism and 
Eliot Is poetry: 
For the Imagist, the Image was a unit, 
and this unit was a poem. For Eliot, 
this fragment became the unit of 
poetry, the point from which he began 
the difficult task of "constructing" 
the com lex assemblages which are his 
poems. lý 
It is important to recognize that Eliot was es-pecially 
influenced by Dante, the French Symbolists, and the 
42 
seventeenth-century English poets. Donne and the 
metaphysical poets came close to what he was searching for, 
and he particularly admired the "unified sensibility" of 
the metaphysicals. 
Although Eliot initially imitated the style of the 
Romantics, he found this inadequate to his poetic impulse. 
He was to find that the "kind of poetry that I needed to 
teach me the use of my own voice, did not exist in English 
at all; it was only to be found in French" . 
20 This 
discovery was the result of his exposure to French 
Symbolist poetry. However, Eliot did not totally reject 
Romanticism. Critics have pointed out similarities between 
Romantic and Symbolist poetry and demonstrated that the 
latter, in certain ways, evolved from the former. Cleanth 
Brooks summarizes this: 
The structure of Romantic poetry ... foreshadows the characteristic structure 
of Symbolist poetry. Romantic poetry 
does not abandon metaphor, but it does 
rely for its most important statements 
on the symbol, that is, on an image which, 
through its special relation to the 
context in which it is embedded, is made 
to point beyond itself to other and 
larger meanings. 21 
Eliot had been introduced to the works of Symbolist 
poets such as Laforgue, Corbiere, and Baudelaire through 
Arthur Symons's The Symbolist Movement in Literature. He 
acknowledges their influence, particularly that of "Jules 
Laf orgue, to whom I owe more than to any one poet in any 
,, 22 language Among the Symbolists' concerns was the 
expression of an internal, rather than an external reality, 
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of human experience, and of human consciousness. Beneath 
the ironic mask of the Symbolists' self-mockery, was a 
preoccupation with temporal existence and with mortality. 
This is obvious in Eliot's early work, and Symons's 
description of the elements of Laforgue's poetry, aptly 
describes Eliot's early poetry: 
In his acceptance of the fragility 
of things as actually a principle of 
art, Laforgue is ... showing his disdain for the world which fascinates him, in 
quite a different way. He has 
constructed his own world ... with a 
constant disengaging of the visionary 
aspect, -under which frivolity becomes an 
escape from the arrogance of a still 
more temporary mode of being, the world 
as it appears to the sober majority. He 
is terribly conscious of daily life, 
cannot omit, mentally, a single hour of 
the day .... 
23 
This leads to a pose of neurotic emotional distress: 
It is an art of the nerves, this art 
of Laforgue .... There is in it all the 
restlessness of modern life, the haste to 
escape from whatever weighs too heavily 
on the liberty of the moment, that 
capricious liberty which demands only 
room enough to hurry itself weary. It is 
distressingly conscious of the unhappiness 
of mortality, but it plays, somewhat 
uneasily, at a disdainful indifference. 24 
The Symbolists shared a preoccupation with poetic form 
and structure. Wimsatt and Brooks note, for example, 
Mallarme's concern with poetic craft-. 
Mallarme was concerned that ... the 
articulation of every part with every 
other part, should be complete, each 
part implying every other part, and that 
the meaning of the poem should be 
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inseparable from its formal structure. 25 
The Symbolists were also concerned with the connotations of 
words. In Symbolist practice, therefore, a poem may seem 
lacking in connecting links or thought patterns and may 
superficially appear to be fragmentary or chaotic. This 
led, as in Mallarme s case for example, to a superficial 
obscurity and elusiveness as well as the poet's reliance 
on a reader of superior sensibility to interpret his 
symbols. However, this technique had its own logic of 
perception. As the images act upon the sensibility of the 
reader the poem communicates itself and its meaning is 
manifested. Genesius Jones refers to this process as a 
26 "logic of the imagination" . Such characteristically 
Symbolist technique is clearly to be seen at times in 
'El-rufrock and Other Observations, Poems 1920, and The Waste 
Land. However, these similarities between Eliot's early 
poetics and Symbolism do not make Eliot a Symbolist poet in 
the full sense of the term, even though there were certain 
Symbolist poets whose works interested and influenced him 
and whose influence can be seen in his early poetry and in 
his early poetics. 
0e0000 
In his early poems, Eliot uses a technique incorporating 
aspects of Symbolism, Imagism, and various philosophic ideas. 
Apart from the "Satires", the poems up to The Waste Land 
describe one state of mind characterized by a sense of 
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frustration, spiritual sterility, neurosis, and alienation. 
The personae express an acute awareness of mortality 
leading to a disenchantment with life and society. 
Although Eliot uses a new name and a new mask in each poem, 
the identity behind them remains the same. The spiritual 
state of the personae also depicts the first stage in the 
Christian drama of salvation: a sense of loss, sin, and 
separation from God. The characters are so spiritually and 
emotionally paralyzed that they are incapable of redeeming 
themselves from this state. The technique which Eliot uses 
to articulate this is the interior monologue, demonstrating 
the influence of Laforgue who used it for introspection and 
emotional revelation in much the same way that Browning 
used the dramatic monologue for character revelation. 
The world of the early poems is one of discrete 
external appearances and experiences on which the persona 
is incapable of imposing coherence in order to liberate 
himself emotionally and spiritually, for the external world 
mirrors his inner state. All the protagonists - Prufrock, 
the youth in "Portrait of a Lady", the consciousness in 
"Preludes" and "Rhapsody on a Windy Night", and Gerontion - 
are preoccupied with time and meaninglessness. They are 
also isolated individuals. Because time is perceived at 
this stage as meaningless flux, they all describe a life 
characterized by empty routine. The passage of time and 
hence impending meaningless death becomes an obsession with 
them. Co-existing with this obsession with time, is a 
glimpse of a different, more meaningful reality expressed 
46 
as an inner yearning to transcend time and to perceive a 
significance in human experience. Prufrock's reference to 
the "voices dying with a dying fall" and the young man's 
reference to the music with a "dying fall" suggest that the 
nature of their predicament is spiritual. The "fall" has 
connotations of the biblical fall from grace, which in 
Christian terms results in man's temporal suffering and 
mortality. Each character's yearning is described in 
spiritual and emotional terms. It is a quest for a death 
which can transcend both time and space and so prove 
meaningful and redemptive. This is suggestive of a quest 
for salvation. 
It is in "The Love Song of J. Alfred Prufrock" that 
the most direct influence of Symbolist technique, and in 
particular that of Laforgue, is to be seen. Apart from the 
interior monologue to suggest emotional dilemma as well as 
Prufrock's own self-mockery in "I grow old ... I grow old", 
Eliot's technique, like the Symbolists' , is to present 
sustained passages each with its own cluster of related 
images, followed by abrupt transitions which imitate the 
way in which consciousness works. The reader is presented 
with Prufrock's thoughts and by means of imagery, symbols, 
juxtapositions, allusions, rhymes, and reflections on the 
specific events and situations, is left to weld a 
meaningful whole from this seemingly disparate mosaic of 
words. The abrupt transitions in the poem dispense with 
the conventional relationship between the reader and the 
poem. 
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The epigraph to the poem is an illuminating one and 
relates to the spiritual theme. The lines from Dante, 
spoken by a character in the submerged world, who reveals 
himself only in the certainty that those in the world above 
will never know his true identity, parallel Prufrock's 
situation. On the one hand, his subconscious, submerged 
self yearns for beauty, romance, and spiritual and 
emotional fulfilment, while his conscious, outer self adopts 
the pose of procrastination and self-ridicule. Hugh Kenner 
states that "what 'Prufrock' is, is the name of a possible 
zone of consciousness". 
27 The validity of this view cannot 
be denied, especially if one regards the "you" and the "I" 
as aspects of Prufrock's split personality, as do both 
George Williamson and Elizabeth Drew. 
28 Drew's view is 
that 
His "love song", as the epigraph implies, 
will never be uttered outside the 
inferno of his own mind, and the "you 
and I" of his soliloquy are the impulses 
within him "to murder and create" or "to 
be or not to bell, concluding neither in 
suicide nor in the release of chosen 
action, but in the death-in-life of the 
abdication of the will. 29 
However, when viewing the poem in relation to Eliot's 
oeuvre, it seems that one needs to qualify these 
statements further by a recognition that Prufrock is also 
expressive of a particular spiritual state and it is his 
search for spiritual transcendence which gives rise to his 
particularly complex thoughts and emotions. Kenner is 
correct in regarding Prufrock as the "generic Eliot 
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character" for it is from him that all the other characters 
up to The Waste Land develop, until his voice finally 
merges with the poet's in the acceptance of religious faith. 
Eliot's definition of the "objective correlative" 
suggests the poet's need to use imagery so that the external 
image corresponds to the internal emotion. There is 
extensive use of this principle in the early poems. In 
"The Love Song of J. Alfred Prufrock", the opening evocation 
of the mood of evening is part of the "objective correlative" 
to Prufrock's own emotions. It suggests his inertia and 
sense of spiritual and emotional collapse. The image of 
the "patient etherised upon a table" is one of sickness and 
helplessness which correlates with Prufrock's own emotional 
state. As he mentally traces the route, the images describe 
not merely the external streets and the quality of city life, 
but more importantly, they correlate with Prufrock's 
"muttering", retreating, "restless" state of mind. The 
streets become "tedious" and "insidious" like Prufrock and 
his "overwhelming question". The transitions in the poem 
also correlate with the transitions in Prufrock Is own 
consciousness. As the poem progresses, Prufrock describes 
more and more the triviality of his pathetic existence. 
He describes his social insignificance and the banality of 
his way of life by evoking the life and the people he has 
known. The phrase, "I have measured out MY life with 
coffee spoons" becomes the dominant and central correlative 
to Prufrock's emotion and his way of life. The social 
setting makes him part of the general trivial way of life 
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characterized by the people in the room. Because, as with 
LaforEian characters, he is both a product and a part of it, 
he cannot "presume" to criticize or to break away from it. 
Through imagery of sight, scrutiny and dissection, 
Prufrock conveys his sense of emotional helplessness and 
fear of social scrutiny: 
The eyes that fix you in a formulated phrase, 
And when I am formulated, sprawling on a pin, 
When I am pinned and wriggling on the wall .... 
This sense of fixity is juxtaposed with Prufrock's own 
nervousness, the correlate for which is the specimen 
"pinned and wriggling on the wall". This image combines 
with the later image of the lantern projecting the nerves 
on to the wall in patterns , to def ine his nervous 
apprehension of public scrutiny. In describing his fear of 
criticism, he cannot presume to "spit out all the butt-ends 
of my days and ways". The image of the "butt ends" 
reiterates the low-key, useless and wasted quality of his 
life and also recalls and parallels "I have measured out my 
life with coffee spoons". The two images merge and also 
work in conjunction with each other to define Prufrock's 
mental and emotional state. 
As he retreats in an attempt to justify his lack of 
action, Prufrock introduces a series of mock-heroic 
parallels which as allusions form part of the poet's 
"historical sense". They also define the spiritual nature 
of Prufrock's plight. The first parallel is with John the 
Baptist. The reference to the prophet, the "visions", and 
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the parallel to John as suggested by the "head ... brought 
in upon a platter" are part of the pattern of objective 
correlatives. They link with the title and with Prufrock's 
fear of rejection and death. While the imagery is 
suggestive of death, the tone is that of the Laforgian 
self-mockery described by Symons. The poem also contains 
elements of the technique of pastiche, for the tone, allusions, 
and use of various techniques also combine to highlight 
Prufrock's spiritual plight through irony and self-ridicule. 
Prufrock recognizes his predicament and realizes that having 
missed the opportunity for self-assertion, all that remains 
will only result in a trivial, pathetic end as he envisions 
the "eternal Footman" mocking him. The Parallel with John the 
Baptist both exposes Prufrock and ridicules his personal 
fears and failure. His consciousness as seen through the 
reference to the prophet, has a positive aspect, for though 
not sustained, it at least indicates his awareness of his 
spiritual pliglit. 
In continuing to use imagery evoking death, resurrection, 
and prophecy, Prufrock also draws a parallel between himself 
and "Lazarus, come from the dead" to tell all. The allusion 
links directly with the epigraph to the poem and assumes 
meaning in relation to Prufrock's dilemma of fear of 
misunderstanding and rejection. For Prufrock to return from 
the dead like Lazarus in the Gospels, would be for his 
submerged self, the "you" to assert itself, liberate him by 
raising him from spiritual and emotional death, so that like 
Lazarus whom Jesus raised from the dead, he can tell the 
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others what it is like to be spiritually and emotionally 
dead. But the other biblical reference to Lazarus suggests 
that if he were to return from the dead to tell all, it 
would result in the misunderstanding he fears; just as 
Abraham refused to send Lazarus back to earth to warn 
Dives's brothers because he knew they would not believe. 
Prufrock's "overwhelming question" is not only about 
love but about the meaning of life and experience, and has 
a spiritual dimension. He has had an intimation of another 
reality. This is suggested by his "hundred visions" as 
well as the reference to the prophet and the singing 
mermaids. However, at this stage he cannot achieve vision. 
He has seen the mermaids but they will not "sing" to him, 
just as his "visions" only lead to "revisions". The images 
of waves, tiae sea, and mermaids suggest life, vitality, and 
fulf ilment. They become the correlatives of the things he 
yearns for but cannot achieve. His real self, the "you", 
becomes submerged again with all its tensions and 
ambivalences unresolved as he remains locked in the stasis 
of his great fear of reality, of time, and of people, 
especially women. He sees time and humanity in sterile, 
negative terms, bringing death to his inner spiritual and 
emotional life for, the clamour of "human voices wakeCs] us, 
and we drown". Like Laforgue, Eliot in the poem explores 
the "possibilities for art which come from týie sickly 
modern being, with his clothes, his nerves: the mere fact 
that he flowers from the soil of his epoch". 
30 
"The Love Song of J. Alfred Prufrock" may also be 
52 
regarded as a self-referential poem. On this level of 
interpretation, the poem is Eliot's statement on poetry and 
concerns itself with the difficulty of writing poetry 
relevant to contemporary experiences. Its overt self- 
consciousness suggests the problem of the poet at the turn 
of the century trying to do this in innovative and 
meaningful ways, conscious of the need to express the "sense 
of his own age". Frank Kermode identifies the probable 
source of the "objective correlative" principle and 
describes the contemporary poet's dilemma: 
The objective correlative, a term 
probably developed from the "object 
correlative" of Santayana, is an 
attempt to depersonalize what remains 
essentially the image of Romantic 
poetry, and to purge it of any taint of 
simple expressiveness or rational 
communication.... The "dislocation of 
sensibility" is an historical theory to 
explain the dearth of objective 
correlatives in a time when the artist, 
alienated from his environment ... is 
working at the beginning of a dark age 
... in an ever-worsening climate of imagination. 
Such theories, we now see, are highly 
personal versions of stock themes in the 
history of ideas of the period. 31 
Prufrock's ambivalence is that of the poet torn 
between a failed tradition and an urge to innovative poetic 
expression. It foreshadows the poet's preoccupation with 
words later in Four artets. Prufrock's "overwhelming 
question" in this context is therefore "how should I begin? " 
and "Do I dare / Disturb the universe? " of accepted poetic 
practice. His question reaches crisis proportions as he 
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f ears misunderstanding f or "It is impossible to say just 
what I mean! ". When Prufrock questions, "Shall I say ? 11 
he is aiming at expression that is not subjective, but is 
universal in its implications. By using the Symbolist 
technique as well as that of pastiche, and so changing the 
conventional relationship between the poem and the reader, 
he is trying to "dislocate ... language into his meaning". 
At the same time, if Prufrock's quest is for meaningful 
spiritual articulation, this seems impossible in what is 
regarded as a post-Christian age. 
Remembering the egocentricity of Romantic poetry, 
Prufrock realizes that amidst the subjectivity characterized 
by the personal note "among some talk of you and me", it is 
difficult to shift the focus of poetic content from the 
subjective persona to the universal plight of empty human 
lives and the "Weeping, weeping multitudes" described later 
in "A Cooking Egg". Because he is too timid to assume a 
prophetic role, Prufrock finds that unless he acts, he will 
remain on the fringe of Romantic practice as symbolized by 
the mermaids. He will not even be able to function as he 
has seen them - for he is indeed the product of Romanticism - 
but he knows they will not "sing" to him. This is because 
the kind of expression he is struggling to achieve cannot be 
adequately accommodated by that mode. He does not 
explicitly state what kind of poetry he will write, but the 
suggestion is that it will be about the human condition, its 
spiritual and emotional plight. Here Eliot's statement that 
"the only cure for Romanticism is to analyse it" is both an 
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illuminating and validating one. 
32 For this poem is his 
complex poetic analysis of Romanticism. This interpretation 
is supported by C. K. Stead in The New Poetic: Yeats to 
Eliot: 
Eliot's criticism and poetry ... care3 
not so much ... a strange new "classicism" blooming in the desert of 
post-war melancholy, but ... another 
attempt to solve those fundamental 
problems, rooted in Romanticism, which 
have confronted all En lish-speaking 
poets of this century. 
ý3 
Stead, like Kermode, sets Eliot's early poetics within the 
context of the contemporary poet's dilemma, suggesting that 
they were neither novel nor peculiar to Eliot: 
Eliot did not, of course, initiate a 
new "classicism". He has been'lanti- 
Romantic" in one sense only: in his 
refusal to assume, in alay form, the 
mantle of the prophet. 34 
In "Portrait of a Lady", the interior monologue is 
combined with satire to highlight the theme of personal 
failure and social inadequacy. The poem is thus thematically 
and technically similar to "The Love Song of J. Alfred 
Prufrock". However, its articulation is much less complex. 
It is more easily comprehended and the sections are more 
sustained, each having its own cluster of related images. 
Because of this, it establishes a more conventional 
relationship between the reader and the poem. The youth's 
account depicts the mental isolation of two characters, one 
talking and the other thinking, at cross purposes. This 
situation foreshadows the one in the first section of "A 
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Game of Chess" in The Waste Land. The poem depicts a 
"portrait" of both the lady and the youth. The irony of 
this is expressed in the lady's statement, "You are 
invulnerable, you have no Achilles' heel" and the youth's 
inner confession of his own inadequacy: 
Doubtful, for a while 
Not knowing what to feel or if I understand 
Or whether wise or foolish, tardy or too soon 
The youth is another Prufrock who is self-conscious and 
unable to respond to others. He experiences a sense of 
guilt, self-reproach, and inadequacy. Like Prufrock, he is 
preoccupied with the themes of temporality, death, and 
spiritual and emotional sterility. The imagery of each 
section forms the correlative to his and the lady's life. 
For example, the lady talks "among the bric-a-brac" and 
describes her life as one composed of "odds and ends". The 
lady identifies not only the empty routine of her life, but 
also the hellish quality of it: 11 - life, what cauchemar! '". 
The youth identifies his life as one of masquerades as he 
is forced to assume every pose except that which is his real 
self: "I must borrow every changing shape / To find 
expression". It is only in the contemplation of t1ae lady's 
death that he can objectify the horror of his own 
emotionally and spiritually meaningless existence: 
... what 
if she should die some afternoon, ... Should die and leave me sitting pen in hand 
Would she not have the advantage, after all? 
The lady has a "buried life" which is linked with April, 
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the season of spring and resurrection, and this suggests 
the reason she might have an advantage in death. She too 
is preoccupied with death and describes herself as "one 
a-bout to reach her journey's end". 
"Rhapsody on a Windy Night" utilizes the same device 
as "Preludes". Just as the previous title is ironically 
used, this one is also ironic since this is no rhapsody in 
the ordinary sense of the term. The city is also similar 
to that of "Preludes". The persona's spiritual state is a 
microcosm of the sterility of the external world. The 
correlatives for the tedium vitae he experiences are 
expressed in the lines: 
The memory throws up high and dry 
A crowd of twisted things; 
A twisted branch upon the beach 
Eaten smooth, and polished 
As if the world gave up 
The secret of its skeleton, 
Stiff and white. 
A broken spring in a factory yard, 
Rust that clings to the form that the strength has left 
Hard and curled and ready to snap. 
The horror and boredom of life find expression also 
through the objective correlatives in "Gerontion". The 
title itself in its literal translation is part of this. 
Gerontion's dilemma is articulated within the form of the 
interior monologue. He is the persona in the early poems 
who is most specific about a spiritual quest and he explores 
the need for spiritual passion in a world which seems devoid 
of religious faith. The epigraph from Shakespeare identifies 
his spiritual state as one of limbo. The opening lines from 
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Benson demonstrate Eliot's use of his literary heritage. 
However, they are, more importantly, part of the framework 
of objective correlatives through which Gerontion's 
spiritual and emotional state is expressed. The images of 
the dry month and of waiting for rain are traditionally 
associated with the themes of sterility and spiritual 
drought with which the poem is concerned. Gerontion's 
landscape is thus the landscape of The Waste Land. Like 
the pilgrim there, he is in a "dry season". He has neither 
physical nor spiritual vitality. His physical state mirrors 
his spiritual plight and the images of decay, squalor, and 
degradation which surround him, become the correlatives of 
this state. When he says "My house is a decayed house", 
he is not merely describing his squalid dwelling, but also 
his spiritual house. As "objective correlative", this line 
conveys the meaning of the poem and is central to his 
dilemma. He sits waiting for death "when I/ Stiffen in a 
rented house". His futile and pathetic life is described 
through the images of "Thoughts of a dry brain in a dry 
seasonfl,, His is a "dull head" and his emotional and 
spiritual life, like the physical, have become atrophied. 
The imagery correlating with this is that of the loss of 
passion through the physical senses: "I have lost my sight, 
smell, hearing, taste and touch". His tormenting question 
is how to regain spiritual passion and thus "closer contact" 
with Christ. 
As part of his technique of using allusions to convey 
meaning, Eliot fuses the ordinary meaning of the word "sign" 
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in relation to rain, with the spiritual implications of 
Christ as the "sign" or manifestation of the grace which in 
Christian terms relieves spiritual drought. The word tnus 
functions in a spiritual context without losing its 
implication of relation to nature, for rain is the symbol of 
both grace and fertility and Gerontion is in need of both. 
His musing thus has a spiritual dimension. 
Gerontion's identification of Christ as a tiger 
suggests an allusion to Blake who uses the same image 
coupled with that of darkness. The tiger's advent in the 
"juvescence of the year" provides a link between the advent 
of spiritual grace and that of spring. Yet Advent is 
associated in the Christian calendar with the period 
preceding Christmas. Thus the evocation of spring suggests 
the period of the crucifixion, death, and resurrection. 
It is this meaningful death that Gerontion is contemplating 
as he muses on his own impending meaningless one. He 
suggests that Christ as tiger, comes as a kind of awful 
revelation. He evokes spring and the sacrament of Holy 
Communion. The imagery suggests that they are tainted by 
a sense of human betrayal and corruption. This idea is to 
reappear in The Waste Land where it is examined more 
fully. The sense of corruption and betrayal is conveyed by 
the image of "flowering judas", which links both the human 
and natural orders. The overtly spiritual concerns of the 
poem and the linking of the two orders here, also depict not 
only t. qe dilemma of man fallen from grace, but also a fallen 
natural order. This explains the negative, squalid, and 
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sterile descriptions of the external world in these early 
poems. In a sense, Gerontion too has been a kind of Judas. 
He has betrayed Christ through his loss of spiritual 
passion: "I that was near your heart was removed therefrom". 
The image of vacancy in "Vacant shuttles / Weave the wind" 
is biblical. It alludes to Job whose spiritual predicament 
can be used to objectify Gerontion's just as that of Elijah 
can be used in "Ash Wednesday" to suggest the poet's 
dilemma. 
By using the first person plural, Gerontion identifies 
his plight as universal. He suggests that the consequences 
of history and hence time, are so inescapable that there is 
no chance of forgiveness or repentance and so one can be 
saved by neither action nor withdrawal from action: "Neither 
fI ear nor courage saves us". However, on another level, 
Gerontion's statement relates to the doctrine of 
justification by faith rather than by works. It is this 
faith that Gerontion lacks and is desperately trying to 
achieve. Tears, the sign of his remorse and of the reward 
for his life, are shaken from his tree of knowledge, a tree 
which now bears the wrath of God as Gerontion faces 
spiritual condemnation. The biblical overtone of the fall 
from grace is conveyed in the image of the tree. This is 
part of the objective imagery which establishes the 
spiritual theme of the poem. The wrath-bearing tree is a 
combination of both the tree of knowledge and of the wrath 
of God at the time of the fall. When the image of the 
tiger returns, it does so in wrath and springs in judgment: 
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"Us he devours". This is an allusion to Gerontion's fear 
of Christ's second coming. The trade winds which drive 
Gerontion to "a sleepy corner" become the metaphor for both 
physical and spiritual death. Being removed from the heart 
of Christ, he is also removed from the winds of Pentecost. 
The image of the 'Isleepy corner" therefore illuminates the 
epigraph, and its correlation with Gerontion's spiritual 
predicament now becomes clear. 
Structurally, the poem is one of circular movement as 
the end repeats tlie themes and images of the beginning. 
This closed circular structure is appropriate as it 
correlates with the closed circle of Gerontion's thoughts. 
At the end of the poem his brain remains, like the season, 
in need of the waters of grace and renewal. The imagery, 
biblical allusions, and the religious language define 
explicitly the quest of the tormented consciousness of the 
early poems. John Crowe Ransom holds the view that 
Gerontion "is in that final stage of human misery when there 
is nothing to do but brood ... and to wish and wait for 
death". 35 He also regards "Gerontion" as "pure tragedy". 
However, this view seems somewhat extreme when the poem is 
viewed in relation to Eliot's poetry as a whole. For, 
while it is true that like Prufrock's, Gerontion's 
consciousness lacks the power for liberation, it is not 
totally tragic. It has a positive aspect in that he is able 
to recognize his predicament and to explore the possibility 
of regaining spiritual vitality. The spiritual dilemina of 
the central consciousness of the early poems intensifies in 
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The Waste Land where Gerontion's quest for rain and the 
waters of spiritual grace becomes the specific quest of the 
protagonist. 
.SS"SS 
The early poems illustrate Eliot's dictum of 
impersonality in that they do not require any notion of the 
poet's personality or emotion in order to apprehend them, 
except that when viewing the Doem as self-referential, 
Eliot's understanding of his own age is essential. In that 
sense, he is true to his "Impersonal" theory. However, as 
indicated in Chapter I, Eliot's poetics evolve with his 
poetic practice and relate to his personal experiences. As 
we read further in the corpus of his work and recognize how 
close his poems are to Eliot's own personal, emotional, and 
spiritual experiences, we see with hindsight that these 
early poems are expressions of the poet's own emotions and 
his own spiritual dilemma. Lyndall Gordon records that 
"Eliot said J. Alfred Prufrock was in part a man of about 
forty and in part himself". 
36 This establishýes the 
personal nature of the poem and confirms that his early 
work reveals Eliot's spir---Ltual quest. In this sense at any 
rate, Eliot is as subjective as the Romantics. 
At this stage of his poetic development, Eliot has 
managed to maintain universality of theme and to render his 
vision successfully through the use of the interior 
monologue and various masks. The early poems may be said to 
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demonstrate that as Eliot's early poetics are a mixture of 
various aesthetic, poetic, and Dhilosophic elements, so too 
the poems are a pastiche of these various elements. He 
manages to express his vision in universal terms while 
maintaining at the core, his own personal, emotional, and 
spiritual impulse. In this sense, he has managed to 
"objectify the subjective realm" of his own thoughts. 
Gerontion's posture as he waits for rain, is the signpost 
to the next stage of development in The Waste Land. 
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CHAPTER III 
MYTHIC UNIVERSALIZATION : THE WASTE LAND 
I thirst. 1 
It is ... a poem of despair '2 but of despair of a religious kind. 
Myth has become accepted by modern man as important in 
explaining his past; the roots of his beliefs, whether about 
his physical origins or his spiritual existence and destiny. 
Its relevance is acknowledged in disciplines such as 
anthropology, sociology, psychology, comparative religion, 
and philosophy, as well as in literature and the arts. 
Modern scholarship has indicated that far from being a 
phenomenon peculiar to primitive man, myth is dynamic and 
evolves as man's perception of himself and of the universe 
evolves. The word "myth" comes from the Greek I'muthos", 
meaning a story or fable. The stories of Greek literature 
were originally taken from those archaic legends which 
had what we now call a mythical quality. Today "myth" 
often means what is untrue; for the Greeks, however, it 
meant what was true but could not be explained in rational 
terms. Thus, it was associated with mystery. The 
Homeric tales were at first accepted as true and therefore 
believed in, but later, in Plato's time, they came to be 
6? 
rationalized and de-mythologized. Plato regarded the gods 
and goddesses as the figurative ernbodi-raent of abstract 
qualities. In later periods, myth was utilized or exploited 
as conscious art. 
Because it is characterized by symbolism, archetype, 
analogy and abstraction, myth holds a special attraction 
for the writer. The universal significance of myth makes 
it a flexible and natural medium for tile artist in his 
attempt to render his vision of life or of the universe. 
Northrop Frye in Fables of Identity: Studies in Poetic 
lothology demonstrates that whether the poet's vision of 
life is comic or tragic, myth provides a pattern of 
imagery, archetypes, and symbols which he uses to make it 
public and shareable. 
3 Myth has immense potentialities for 
both thematic and formal purposes. Christianity has been 
the richest source of myth in Western culture with its 
archetypal narratives of the creation and fall of man, the 
flood, Christ's incarnation, passion, death, and 
resurrection, and man's restoration to grace. For a member 
of the Church this view of the Christian story as myth 
raises, of course, the question of belief which will be 
discussed in Chapter IV. 
Eliot's conception of myth is closer to Plato's than 
to Homer's for he lived in a de-mythologized age as Plato 
did. Nevertheless, in reviewing Joyce's Ulysses in 1923, 
Eliot endorsed the mythical method, endowing it with 
special significance and possibilities as a literary 
device for the contemporary writer. This endorsement 
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was written the year after the publication of The Waste 
Land. It can be read as a defence of his own poem which 
utilizes elements of various myths, while exploring at a 
sub-surface level the Christian myth of spiritual death and 
rebirth. This provides a link between the early poems and 
The Waste Land. 
The poet's notes to the poem acknowledge the use of 
symbolism from Jessie L. Weston's From Ritual to Romance. 
She identifies the rites of Christianity as similar to the 
pagan celebrations of the annual cycle of the earth's birth 
and death, and the death and resurrection of the corn god. 
Eliot's interest in anthropology is evident as recorded in 
his participation in Josiah Royce's seminars at Harvard. 
4 
A. D. Moody also states that "Some of his seminar papers 
which survive ... criticise from an original point of view 
recent work in the fields of social anthropology and 
comparative religion, including Frazer's The Dying God,,. 
5 
What anthropology revealed was that pagan myths often have 
a death and rebirth motif which may be compared with the 
story of the death and resurrection of Christ, and with the 
Christian belief that this is mirrored in the s-piritual 
death and rebirth of the believer. Thus, Eliot's early 
interest in anthropology might have led, together with the 
circumstances of his personal life, to his later acceptance 
of Christianity. This chapter aims at examining Eliot's use 
of myth in The Waste Land, and evaluating its effectiveness 
in relation to bothhis poetics and his poetic practice. 
The early poems depict the first stage of the soul in 
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the Christian drama of salvation. Tney leave Geront-Jon 
poised at the point of death and seeking for the sign of 
rain. This is the stage of the awareness of spiritual 
unease and of a si nful world. The Waste Land brings this 
to fuller articulation. In the poem Eliot continues to 
prac ise most of the principles of his early poetics as 
well as to maintain most of the themes and techniques of 
the early poems. However, he now finds a need to use a 
framework of myths to elaborate his meaning. The poem also 
marks a very important phase in the development of Eliot's 
poetics and poetry, since it is here that his insistence on 
the impersonality of art is most clearly modified in 
practice by the intrusion of his own personality. There is 
a clear shift from his 1919 position to a modification of 
this principle. In "Shakespeare and the Stoicism of 
Seneca" he indicates the relevance of the poet's biography 
to the poem, by citing his own case: 
I am used to having ... my personal 
biography reconstructed from passages 
which I got out of books, or which I 
invented out of nothing ... and to 
having my biography invariably ignored 
in what I did write from personal 
J6 experience .... 
Eliot's own pronouncements on his intentions in The 
Waste Land, his limited use of the fertility myths recorded 
by Frazer and Weston, together with his sustained use of the 
Christian myth and Christian symbols, and the identification 
of himself with the dilemma of the poet/protagonist, all 
indicate that this is a personal, confessional poem, 
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although universal meaning may also be attached to it. 
These aspects of its meaning had long "been concealed by the 
red herrings about fertility and vegetation myths, and the 
literary theories about classicism, impersonality, the 
"objective correlative", and "the historical sense" which 
Eliot drew across the trail to such an extent that he later 
found it necessary to state publicly that it was a poem 
about personal experience. Perhaps the process described 
below and written by Eliot in 1951, may be a description 
of the composition of The Waste Land, and of the personal 
element in it. It may also account for the differences in 
interpretation between Eliot and the first readers of the 
poem: 
A poet may believe that he is expressing 
only his private experience ... yet for his readers what he has written may come 
to be the expression both of their own 
secret feelings and of the exultation 
or despair of a generation.? 
The Waste Land stands out in Eliot's poetic development 
as a poem of crisis, articulating the protagonist's dilemma 
which he remains impotent to resolve. However, it points 
the way forward to resolution in the later poems. If his 
poems are viewed as one work of art, this poem becomes the 
turning point, the manifestation of a crisis which, once 
resolved, determines the direction taken by the poet, his 
poetics, and his poetry. 
The poem is complex in structure and meaning, and 
Eliot's own notes, references, and commentary on the scheme 
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have added to this complexity. Eliot describes his notes 
as a "remarkable exposition of bogus scholarshi-DII and states 
that they were put in because "when it came to print The 
Waste Land as a little book ... the poem was inconveniently 
short, so I set to work to expand the notes ... to provide 
a few more pages of printed matter". 
8 By his own admission, 
the notes are not as reliable a guide as had been assumed. 
In his view, "my notes stimulated the wrong kind of interest 
among the seekers of sources .... I regret having sent so 
many enquirers off on a wild goose chase after Tarot cards 
and the Holy Grail". 
9 A close examination of his note of 
acknowledgement reveals that all he grants to Weston are 
the title, the -Qlan, and "incidental symbolism" and to 
Frazer, "certain references to vegetation ceremonies". He 
limits their worth as keys to interpreting the poem only to 
those who may think "such elucidation of the poem worth the 
trouble". The reason for this is that Eliot is using myth 
in two ways: he is using it for both structural and thematic 
purposes. He is also using two types of myth. On the one 
hand he is using the pagan fertility and vegetation myths 
as a structuring principle, just as previously he used the 
mask and the interior monologue to conceal his personality 
behind the articulation of the theme. He utilizes the 
archetypes these myths provide to universalize the meaning. 
On the other hand, bearing in mind the spiritual quest of 
the early poems and Gerontion's dilemma, it is clearly 
the possibility of the Christian myth as a gateway to 
personal salvation that is being examined, and his notes 
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which relate to tne biblical allusions corroborate this. 
This view is complementary to Cleanth Brooks's statement 
that 
The Waste Land is built on a major 
contrast .... The contrast is between two kinds of lif e and two kinds of 
death. Life devoid of meaning is 
death; sacrifice, even the sacrificial 
death, may be life-giving, an awakening 
to life. The poem occupies itself to a 
great extent with this paradox and with 
a number of variations upon it. 10 
On a universal level, the Doem explores the emotional 
and spiritual sterility of Western man and Western 
civilization. Like "Gerontion" it explores the possibility 
of ttie salvation of the waste land and its people so that 
emotional vitality can be regained and the meaning of life 
and experience perceived. The Christian myth traces the 
pattern of Christ's life, death, and resurrection and its 
implications for Christians in a manner similar to the 
birth and death motif of the pagan myths. Pauline teaching 
as recorded in I Corinthians 15.3-4 makes it central to the 
Creed and to the mystery of the Christian faith that "Christ 
died for our sins ... he was buried ... he rose again the 
third day" and I Thessalonians 4.14 expresses the belief 
of spiritual resurrection through Christ: "For if we 
believe that Jesus died and rose again, even so them also 
which sleep in Jesus will God bring with him" - By Miss 
Weston's account, the figure of tlie Fisher King recurs in a 
number of fertility myths. The Fisher King may be 
identified as a type of Christ. However, Christ's death 
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and resurrection occurred only once in time. As "king" of 
men, he made his disciples "fishers of men" and performed 
miracles involving the sea and f ish. The symbol of the 
early Christian church was Icthus, the fish. 
Eliot also relates the Fisher King myth to the iýiiedieval 
legend of the Holy Grail. The loss and subsequent search 
for the recovery of tftis Christian relic, became the 
metaphor for man's search for spiritual truth. At a 
superficial level, Eliot's use of myth seems to be ambiguous. 
This is perhaps what led readers on a "wild goose chase". 
His reaction to the contemporary interpretations indicates 
the level of personal emotion in the poem. In 1931 he 
stated: 
... some of the more approving critics 
said that I had expressed the 
"disillusionment of a generation", which 
is nonsense. I may have expressed for 
them their own illusion of being 
disillusioned, but that did not form 
part of my intention. 11 
This contradicts both Eliot's "Impersonal" theory as well 
as his statement quoted earlier that the poet while 
expressing his own despair, may also be expressing that of 
his generation. His contention that he may have expressed 
their "illusion of being disillusioned" raises the question 
of whether he thinks there was no despair and no real 
disillusion. It also contradicts his 1933 refutation of 
I. A. Richards's statement that The Waste Land effects "a 
complete severance between poetry and all beliefs". Eliot 
claims that Richards may "mean that the -oresent situation 
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is radically different from any in which poetry has been 
produced in the past: namely, that now there is nothing in 
which to believe, that Belief itself is dead; and that 
therefore my poem is the first to respond -oroperly to the 
modern situation". 
12 This certainly implies that the poem 
expresses the dilemma which faced Eliot's generation. Eliot 
also declared that The Waste Land "was only the relief of a 
personal and wholly insignificant grouse against life; it 
is just a piece of rhythmical grumbling". 
13 However, even 
if he does not regard the poem as an expression of the 
anxieties of its age, F. R. Leavis's reading of the poem 
demonstrates the way in which Eliot manages to make it this, 
while still relating it to his personal emotions and his 
problems as a poet: 
The Waste Land remains a great positive 
achievement, and one of the f irst 
importance for English poetry. In it a 
mind fully alive in the age compels a 
poetic triumph out of the peculiar 
difficulties facing the poet in the age. 
And in solving his oiýin problem as a 
poet Mr. Eliot did more than solve the 
problem for himself. Even if The Waste 
Land had been, as used to be said, a 
'Tdead end" for him, it would still have 
been a new start for English poetry. 14 
Helen Gardner also holds a similar view of The Waste Land 
as being expressive of both the "mood" of Eliot's 
generation and of his own personal emotions: 
It is a 'post-war" poem, out not a 
"post-any-war" poem; it is a -noem of the 
early 'twenties, of the years 
immediately following the first world 
war .... But Eliot is here speaking of 
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what he knows: of what he intended. 
He had not intended his poem as a 
piece of social criticism: he knew 
its origins were deeply personal. 15 
It is also important to recognize that in keeping with his 
theory of the poem's objective existence as well as 
objectivity of interpretation, Eliot is not denying that 
the poem may be regarded as "social criticism" but is only 
stating that this was not his intention. Certainly, the 
variety of interpretations of The Waste Land proves his 
point that "a poem is not just ... what the poet 'planned'". 
While this study does not propose to identify or 
examine in detail the specific 11-personal ... grouse against 
life" in which the poem is rooted, a knowledge of certain 
factors in the poet's biography and the history of the poem 
become necessary for an analysis and evaluation of the work. 
However, understanding and appreciating the poem must take 
precedence over a mere identification of its emotional 
sources. As Eliot himself says in "The Frontiers of 
Criticism", one "can explain a poem by investigating what 
it is made of and the causes that brought it about .... But 
to understand a poem it is also necessary ... that we should 
endeavour to grasp what the poetry is aiming to be; ... 
fendeavour! -]to grasp its entelechy". 
16 At various times Eliot 
expressed the view that "meaning" is not important in 
poetry, and, morzýoverj that the reader is free to make his 
own interpretation of a poem. But this is inconsistent 
with his statements on the -biographical nature of The Waste 
Land. This is underscored by his account of the relation 
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between the completion of the poem and his illness at the 
time. Valerie Eliot's note states that 
Eliot said that he was describing his 
own experience of writing ... P'What the Thunder said"] in Lausanne when he 
wrote in The 'Pensees I of Pascal (1931): 
11 ... some forms of illness are 
extremely favourable, not only to 
religious illumination, but to artistic 
and literary composition. A piece of 
writing meditated, a-pparently without 
progress for months or years, may 
suddenly take shape and word; and in 
this state long passages may be produced 
which require little or no retouch. 1117 
Since The Waste Land is the poem which Eliot insisted 
had been publicly assigned a meaning he had not consciously 
intended, one can only speculate about his ambivalence, for 
on the one hand he pleads for the poem to be related to his 
personal experience, while on the other he suggests that 
this is not necessary to an understanding of the poem. 
Recent criticism has certainly attempted to relate the poem 
to his biography. Views on this range from speculation 
about his failed marriage, to the suggestion that his grief 
at his friend Jean Verdenal's death was the springboard for 
the strong emotions in the poem. Perhaps both elements are 
part of the poem. Certainly its provenance is complex and 
is bound up with Eliot's personal crisis and illness, and 
with his recovery and religious experience. 
The biographical data necessary to an understanding of 
the poem are largely given by Valerie Eliot in The Waste 
Land: A Facsimile and Transcript of the Original Drafts 
Including the Annotations of Ezra Pound. The poem was 
7? 
contemplated and certain sections written over a period of 
time. It was completed while Eliot was recovering from 
"an aboulie and emotional derangement which hajd] been a 
18 lifelong affliction" . The period prior to this was one 
of crisis for the poet. His wife was seriously ill, his 
father had died disapproving of both his marriage and his 
decision to abandon an academic career, and his friend Jean 
Verdenal had been killed in action. Added to these 
emotional problems was the material problem of the enormous 
expense incurred during his wife's illness. This kept him 
tied to a secure job in a bank, instead of leaving him free 
to do editing and creative work. These problems so impeded 
him that for some time he was unable to write any 
"worthwhile" poetry. Also relevant is Eliot's quest from 
early youth for spiritual experience and religious 
certitude as recorded by Lyndall Gordon in Eliot's E 
Years. It is not surprising therefore that the themes of 
human relationships, materialism, and spiritual life and 
death should dominate the poem. Many sections of the 
original drafts, deleted by Pound's editing, indicate the 
strong emotional and spiritual content of the poem. The 
earlier "The Death of' Saint Narcissus" from which lines 
were adapted and incorporated into the poem, portrays a 
character who "could not live men's ways, but became a 
dancer before God", the only force that could relieve him 
of the burden of self. This encapsulates the impulse 
behind The Waste Land. Other unpublished -poems from among 
The Waste Land manuscripts also relate to the emotional 
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content of the poem. The "Frescall sections from the 
original version of "The Fire Sermon" express an open 
revulsion from women; "The Death of the Duchess" describes 
the problem of human isolation where it becomes "terrible 
to be alone with another person". The manuscripts also 
indicate the religious and spiritual dimensions of these 
concerns. "So through the evening, through the violet air" 
states: 
So through the evening, through the violet air 
One tortured meditation dragged me on ... 
The This-do-ye-for-my-sake ... The one essential word that frees 
and "Elegy" continues this: 
God, in a rolling ball of fire 
Pursues by day my errant feet. 
His flames of anger and desire 
Approach me with consuming heat. 
These images, evoking Christ, Holy Communion, guilt, and 
the consuming fire, coalesce in "I am the Resurrection and 
the Lif e ": 
I am the Resurrection and the Lif e 
I am the things that stay, and those that flow. 
I am the husband and the wif e 
And the victim and the sacrificial knife 
I am the f ire, and the butter also. 
Had these sections been included in the published version 
of the poem, they might have resulted in a different kind 
of reading. 
00 
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The notion of the world as a waste land is to be found 
not only in the works of Frazer and Weston, but also 
specifically in relation to the poem's spiritual meaning, 
in the Bible. Isaiah in chapters 40,43,51,57, and 59 
prophesies the destruction of Israel, the return from exile, 
and redemption through Christ, in natural imagery which 
suggests the cycle of death and rebirth. Moreover, Isaiah 
diagnoses the cause of Israel's desolation; it has the same 
state of lust, spiritual malaise, secularization and 
separation from God as that in the waste land. Isaiah's 
imagery of light/darkness, brightness/gloom, desert/water, 
sight/blindness, desolation and destruction/restoration and 
peace is reflected in the symbols of Eliot's poem. 
Eliot describes the original epigraph from Conrad's 
Heart of Darkness as "much the most appropriate I can find, 
and somewhat elucidative". 
19 This seems so for several 
reasons. Kurtz is the character in whom are epitomized not 
only "unspeakable rites" and the debasing of a culture, as 
Madame Sosostris and the merchant debase the mysteries with 
which they are associated. He is the epitome also of a 
materialism which had debased human dignity, and had 
sacrificed all principles of integrity to the ivory which 
had become a god, and which was the "grail" of all the 
"pilgrims" in the Congo. He is also associated with sexual 
perversion, homosexuality, and sterile sexual relationships. 
The published epigraph, while not as resonant in implication, 
is also elucidative, and relates to a myth. Part of the 
dilemma of the inhabitants of the waste land is that they are 
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all mentally and spiritually imprisoned like the Sibyl. 
Eliot's quotation from Bradley in his notes to the poem 
conf irms this. 
"The Burial of the Dead" utilizes the title of the 
Anglican burial service, and so places the poem from the 
very 'beginning within a Christian context which holds 
implications of rebirth. The opening sentence of this 
service conveys this explicitly: "I am the resurrection and 
the life ... he that believeth in me, though he were dead, 
yet shall he live" . 
20 Gerontion's tormenting question is 
how to achieve "closer contact" with Christ. The fact that 
Eliot had thought of using the poem as a prelude to The 
Waste Land, establishes Gerontion's quest for Christ as the 
grail which the protagonist seeks. Gerontion's sense of 
guilt and futility pervade the waste land. The Drotagonist 
explores the possibility of spiritual renewal through death. 
Pound's deletions make the protagonist's quest less 
obviously Christian, 'but with hindsight, one sees Eliot on 
the road to Christian conversion. 
"The Burial of the Dead" opens with a paradoxical 
description of spring. April, as the advent of spring, is 
important in terms of the fertility rituals and vegetation 
myths. However, the emotional associations take the lines V 
out of this context and give them a Christian reference. 
In the Christian calendar April is the month of Easter and 
is associated with the spiritual rebirth which can take 
place only after the spiritual death symbolized by baptism, 
"the outward sign by which ... we are united with CChristj 
81 
in his death ... we are raised with Christ to new life in 
the Spirit "0 21 The nature imagery suggests the rituals of 
the vegetation myths, but it also recalls the opening of 
Chaucer's The Canterbury Tales, the Easter lily, and the 
language of St. Paul's Epistle to the Corinthians, part of 
which forms one of the readings at the burial of the dead: 
"The last enemy to be destroyed is death.... What you sow 
does not come to life unless it dies.... God gives it a 
body as he has chosen, and to each kind of seed its own 
body .... So it is with the resurrection of the dead "0 
22 
The images of rain, sunlight, and the garden come from 
the remembrance of former happiness and are associated with 
grace. They anticipate similar imap-, ery in "Ash Wednesday". 
In contrast the waste land is described as a fallen, 
sterile world, for the protagonist projects his fallen 
spiritual state on to the landscape: 
A heap of broken images, where the sun beats, 
And the dead tree gives no shelter, the cricket 
no relief, 
And the dry stone no sound of water. 
Eliot's notes indicate the specific Christian connotations 
of this: Ezekiel II. i, and Ecclesiastes XII. v which 
describe Israel as a godless waste land. In a life devoid 
of any spiritual dimension, alienation and oppression are 
all that man can know. The phrase "Son of man" suggests 
mortality and inescapable death. However, there is hope of 
relief in the image of the rock which recalls not only the 
Old Testament rock which bloses smote to relieve Israel's 
thirst in a barren land, but also the New Testament rock on 
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which Christ stated that he would build his church. The 
rock also relates to Isaiah's call to Israel to turn again 
to God, and to his prophecy in Chapter 32.2 that Christ 
"shall be as an hiding place from the wind, and a covert 
from the tempest; as rivers of water in a dry place, as 
the shadow of a great rock in a weary land". Under the 
shadow of the rock, the speaker promises to show the son of 
man his dilemma: "fear in a handful of dust". The dust is 
associated with vegetation myths, but in its biblical 
context it is symbolic of man's mortality, as God makes 
explicit in stating the consequences of the fall in Genesis 
3.19: "dust thou art, and unto dust shalt thou return". 
Thus, man is doomed unless the burial of the dead includes 
the hope of spiritual rebirth contained in the Pauline 
doctrine that "when the perishable puts on the imperishable, 
and the mortal puts on immortality, then shall come to pass 
the saying ... 'Death is swallowed up in victory. III , 
23 
The protagonist says of the hyacinth garden experience: 
I could not 
Speak, and my eyes failed, I was neither 
Living nor dead, and I knew nothing, 
Looking into the heart of light, the silence. 
The loss of sight and speech is the effect of the vision of 
the grail on the spiritually impure. The experience, 
whatever its sexual or emotional implications, relates to 
an intense spiritual experience, as made explicit in the 
images of light and silence. The "heart of light" is 
suggestive of archetypal good, as opposed to archetypal 
evil, the "heart of darkness" which might oe related to 
83 
Eliot's originally proposed epigraph. God is associated 
with and described in terms of light from Genesis to 
Revelation. Genesis 1.3 describes how from chaos and 
darkness he created the world: "And God said, 'let there be 
light' : and there was light". In Revelation 1.17, John 
describes Christ in images of light and explains the effect 
of his vision of the apocalypse: "when I saw him, I fell at 
his feet as dead". This is the effect of light on the 
protagonist. The blinding light may be associated with 
spiritual experience similar to St. Paul's conversion as 
recorded in Acts 9. The silence suggests both peace and 
calm. The experience is analogous to the intuited "timeless" 
moments of Four Quartets where images of light are used to 
denote this intense experience. The hyacinth garden is also 
a type of the rose garden, both representing a type of Eden. 
The spiritual implications of this are borne out by Lyndall 
Gordon's description of the experience which led Eliot to 
write the unpublished poem, "Silence" in 1910: 
**. while walking one day in Boston, he saw the streets suddenly shrink and 
divide. His everyday preoccupations, 
his past, all the claims of the future 
fell away and he was enfolded in a 
great silence .... "You may call it 
communion with the Divine or you may 
call it temporary crystý41ization of 
the mind", he said .... 
Part of the quest of the protagonist is to recover this 
I'silence" and its attendant peace and calm, to impose 
meaning on his spiritual waste land. 
In connecting the main themes, symbols, and symbolic 
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characters in the poem, the tarot cards have a structural 
function. This is the extent to which Eliot uses them. It 
is intentional that the protagonist's search for vision 
through the prediction of the cards should fail. For the 
poet is juxtaposing pagan and Christian myths and lDrobing 
them for meaning in relation to his own situation. By the 
end of the poem, it is only Christianity which can provide 
this for him. Madame Sosostris's advice to "Fear death by 
water" indicates the limitation of her vision, for 
paradoxically this is the salvation the protagonist is 
searching for. Whatever its other implications, "death by 
water" has specific Christian connotations. It is the 
metaphor for Christian baptism in which water is used as 
the outward symbol of the inner reality of the death of the 
"old" man and the birth of the "new". She cannot grasp 
this since being spiritually blind, she sees only the 
destructive character of water and admits, "I do not find / 
The Hanged Man". Eliot tells us that "The Hanged Man ... 
is associated in my mind with the Hanged God of Frazer, and 
*so I associate him with the hooded figure in the passage 
of the disciples to Emmaus". This directs the reader not 
only to the pagan myths, but also to Christianity. 
Presumably he saw the fertility myths as prefigurations of 
the Christian story, just as Milton saw classical myths as 
forerunners of Christianity. However, this still leaves 
for Eliot the question of the truth of the story and at this 
stage it is uncertain whether he found it true or not. In 
the context of the poem, the most important association of 
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the Hanged Man is with Christ. The fact that he is not 
found in the pack of cards indicates that he represents a 
reality not to be found by divination. Without Christ, 
"death by water" is to be feared. Without its regenerative 
quality., like Gerontion's tiger, it "devours". 
-Part of Eliot's complex technique of allusion is 
manifested in the way in which the symbols denoting the 
sterility and unreality of the waste land are presented 
through constantly changing literary allusion, while 
remaining grounded in the framework of myths. His notes 
refer us to Baudelaire and Dante as his sources for the 
symbols denoting the "Unreal City" of London. London itself 
symbolizes the state of human society, its routine as well 
as its spiritual sterility conveyed by its sense of death in 
life. This is a state of limbo, for the spiritual theme is 
explicit in the allusion to Dante. The episode describing 
one of the "shades" crossing the bridge in the infernal 
city, embodies the theme of death and rebirth. The planting 
of the corpse is comparable to the planting of the god's 
corpse in the fertility rituals. The question whether the 
corpse will "sprout" and "bloom" relates to whether the 
modern burial of the dead holds the possibility of spiritual 
resurrection or leads merely to "a handful of dust". While 
Eliot alludes to Webster, he transforms Webster's wolf into 
a dog which may be seen to represent those forces in the 
modern world opposed to Christianity. St. John 19.41-42 
and 20.13 describe Christ's death and burial in the 
garden, his resurrection, and TAAary's fear that his corpse 
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had been removed by enemies. ':: ')t. Paul in Philippians 3.2 
associates the dog with forces opposed to Christ: "Beware 
of dogs, beware of evil workers", and Revelation 22.15 
places the dog in opposition to the righteolis: "For without 
are dogs, and sorcerers, and whoremongers, and murderers 
and idolators". The Baudelaire allusion certainly 
suggests a hypocrisy and pretence in which all, including 
the reader and the protagonist, are implicated. It also 
relates to the human condition in which all men, by virtue 
of being in Adam, are resT)onsible for sin and guilt and 
hence for mortality. 
While "The Burial of the Dead" focuses on universal 
themes, "A Game of Chess" examines the concrete and 
personal. It contrasts through setting and language the 
superficial differences in the life-styles of the rich and 
the working class. Yet at the same time it presents a 
parallel between people whose emotional lives are equally 
sterile and meaningless. Eliot implies that the human 
condition without spiritiial redemption, is always a waste 
land whether in Athens, Jerusalem, Carthage, Vienna, or 
London, just as later the allusions to the past of 
Elizabeth and Leicester, and Antony and Cleopatra suggest 
the continual existence of lust and adultery. Philomel 
plays a symbolic role in the poem and is related to the 
theme of death as a gateway into life: her violation 
resulted in her "inviolable voice". 
"The Fire 6ermon" is the central section of tttie poem. 
It continues the theme of steerile sexual and human 
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relationships. The section is a sermon, not in an overtly 
didactic sense, but in the sense that passages are 
presented which illustrate the debased condition of human 
life in the waste land. It is highly allusive and 
Tiresias's timeless vision links the episodes from the past 
with those in the present. The water symbol which opens 
the section has double significance, suggesting on the one 
hand, death, and on the other, creation and rebirth. In 
this sense, the river may be a type of Jordan, and thus linked 
to the theme of baptism and rebirth. It is the season of 
death and desolation, however, on the river. Its total 
desolation is not merely physical, but also spiritual. 
This is conveyed through words similar to those of the Psalm 
which expresses the grief of the exiled Israelites in 
Babylon: "By the waters of Leman I sat down and wept 
Eliot's substitution of Leman for the biblical Babylon is 
significant for "leman" means "lover" and the Thames as 
evoked here is the scene of lust and transient sexual 
relationships. Leman also introduces a personal element 
for, after leaving Margate, Eliot continued working on this 
poem in Lausanne on the shores of Lake Geneva or I'lac 
Leman". The tears shed at Leman are occasioned by his 
awareness of a Babylonian exile, an alienation from God. 
As poet, his difficulty is to "sing" to the modern world, 
as Prufrock had indicated. Moreover, if his urge is to 
"sing the Lord's song" his problem is that he cannot do so 
in his present unredeemed state and in what he depicts as a 
Godless society. The reference for this is not in the line 
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of the allusion itself , but as so of ten with Eliot 's 
allusions, within the wider context from which it is taken. 
In the lines from Psalm 137.1-4, the harps hung on the 
willows recall Eliot's own confessed inability prior to the 
writing of the poem, to create significant poetry because 
of "the lack of continuous time which breaks the 
concentration required for turning out a poem of any 
length" . 
25 This was in 1921 when, as Valerie Eliot states, 
the poet was "'wishful to finish a long poem' (as he still 
described The Waste Land) which was now 'partly on paper ,, * 
26 
It is in this context that the Psalm has special 
signif icance: 
By the rivers of Babylon, there we sat down, 
yea, we wept, when we remembered Zion. 
We hanged our harps upon the willows in the 
midst thereof . For there they that carried us away captive 
required of us a song: ... How shall we sing the Lord's song in a strange 
land? 
This dilemma is heightened by an acute awareness of 
mortality similar to that hinted at by Prufrock's 
snickering "eternal Footman": "But at my back in a cold 
-blast I hear / The rattle of the bones, and chuckle spread 
from ear to ear". 
The protagonist's musings on death are conveyed 
through a series of literary allusions which bear varying 
shades of meaning. He is fishing in a "dull canal" as his 
spiritual state makes him a "dull head" like Gerontion. He 
muses on the deaths of two biblical f igures connected with 
physical death and spiritual rebirth: the king his brother 
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and the king his f ather. The "king my brother" is a 
reference to Christ, who as man is "brother" to all men, 
while at the same time is "king" of all Christian men. 
term "king" may also be an allusion to the inscription 
The 
placed above his head at the crucifixion. His death is a 
"wreck" if viewed without the dimension of consequent 
resurrection and its implications for mankind. The "king 
my father's death before him" refers to Adam, the "father" 
of mankind who before the fall was "king" of the created 
order in that he was given dominion over it. He is the root 
cause of the mortality reflected on in the poem, just as the 
wrecked Christ is the only hope for its redemption. This 
interpretation is consistent with I Corinthians 15.21-22: 
"For since by man came death, by man came also the 
resurrection of the dead. For as in Adam all die, even so 
in Christ shall all be made alive". 
The protagonist muses on death in a situation where the 
dead bones cannot live and are merely rattled "by the rat's 
foot only, year to year". The imagery of bones here 
anticipates the cleansing of the bones in "Ash Wednesday". 
When the spring comes, it will carry no rebirth, but only 
Sweeney to Mrs. Porter, both representative of lust. The 
sterility of the homosexual act suggested by Mr. Eugenides 
parallels that between male and female in the episode 
between the typist and the "young man carbuncular" - This 
is universalized because it is witnessed by Tiresias, the 
character who in Oedip s Rex realizes that the curse on 
Thebes which renuers the land waste and the peoDle 
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infertile, has been caused -by sinful sexual relationships. 
The lives of the river maidens are connected by the 
theme of personal failure. The third nymph's remembrance 
of "nothing" parallels the words of the lady in "A Game of 
Chess" who identified "nothing" with the protagonist. With 
this in mind and because Eliot spent the earlier part of his 
convalescence at Margate, the lines, 
'On Margate Sands. 
I can connect 
Nothing with nothing 
can be attributed also to the poet/protagonist, in spite of 
Eliot's note attributing these solely to the third nymph. 
The commentary following these lines would be more in 
character with the role of the poet/protagonist, making him 
a part of the situation he describes, as well as 
commentator on it. This is a role in keeping with the 
Laforgian technique already used in "The Love Song of J. 
Alfred Prufrock", "Portrait of a Lady", and "Gerontion". 
It would also provide a transition into the final lines, 
attributed to the protagonist. 
The image of fire, symbolizing both passion and 
purgation, suggests the need for asceticism; something 
which Eliot in "Thoughts after Lambeth" (1931) considered 
necessary for the Christian in the modern world: "the way 
of discipline and asceticism must be emphasized; for even 
the humblest Christian layman can and must live what, in 
27 the modern world, is comparatively an ascetic life" . 
Eliot acknowledges the Buddha's "Fire Sermon" and Saint 
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Augustine's Confessions as his sources for the end of "The 
Fire Sermon". The section presents London as a type of 
Carthage, of which Saint Augustine wrote: "to Carthage then 
I came, where a cauldron of unholy loves sang all about 
mine ears" and it gives examDles of "unholy loves" where 
human beings burn in the fires of sterile lust. Eliot 
states that the Buddha's "Fire Sermon" "corres-! Donds in 
importance to the Sermon on the Mount" where Christ 
proclaims a new order for man's life in which he may 
"inherit the earth" (St. Matthew 5). Underlying this is 
the "new commandment" of love, of agape rather than eros. 
The suggestion in the poem is that in the midst of burning 
in the fires of mortal passion, sensuality, and debasement, 
Christ rescues and purifies. Through asceticism, Eliot 
implies that physical lust may be controlled. The 
Christian suggestion of redemption through purgation 
provides a glimpse of the reality the protagonist is 
seeking in order to escape spiritual death. But it is not 
sustained in týiis poem; it finds fullest expression in the 
images of the fire and the rose at the end of Four Quartets. 
In "Death by Water" water is seen as a fertilizing and 
renewing force as opposed to the associations given it by 
Madame Sosostris and Mrs. Porter. This parallels the 
transformation of the fires of lust into purgatorial flames 
at the end of "The Fire Sermon". The didactic exhortation 
to Jew and Gentile universalizes the theme. For, Christ's 
mission was to both Jew and Gentile. The symbol of the 
wheel is important. It appears in the reading of the cards 
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and in this section, the image of the whirlpool corresponds 
to it. It is found throughout Eliot's works. It represents 
the temporal world with its endless, meaningless routine 
manipulated by human beings, but it also represents the 
wheel of human destiny with God as its unmoving centre. In 
"Ash Wednesday" the image of turning is central to meaning. 
In Murder in the Cathedral Becket uses it to symbolize the 
folly of human attempts to control time and destiny. God 
is identified as the unmoving prime mover, the presence at 
the "still point" which provides spiritual release and 
inner freedom in Four Q artets. These are the ideas the 
symbol of the wheel is meant to convey in the admonition 
in "Death by Water": 
Gentile or Jew 
0 you who turn the wheel and look to windward, 
Consider Phlebas, who was once handsome and tall 
as you. 
Eliot's comment on "What the Thunder said" is that it 
is "not only the best part, but the only part that 
28 justifies the whole" . This is perhaps so because the 
protagonist's search now becomes a search for the water 
that saves and restores, and points the way forward for 
him. This section marks the period of the "dark night" of 
the soul. Agony and silence characterize the protagonist's 
experience as he tries to impose meaning on the panorama of 
his life and the waste land. The "torchlight red on sweaty 
faces", "the frosty silence in the gardens", and "the agony 
in stony places" merge Christ's -passion in Gethsemane with 
the protagonist's suffering. They also connect the waste 
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land and Gethsemane. The "water-dripping" passage is 
described by Eliot: "There are I think about 30 lines 
in The Waste Land.... The rest is ephemeral.... They are 
the 29 lines of the water-dripping song in the last part". 
29 
The rest of the poem is "ephemeral" in that it merely 
describes his dilemma. This is the section that "justifies 
the whole" in that it -puts forward a hypothesis for the 
relief of his spiritual drought: Christ and the waters of 
baptism which alone can transform spiritual death into new 
life. For the section restates the need for the waters of 
spiritual life through the symbols of rock, sand, mountain, 
drought, and water which all have specific spiritual 
connotations. Significantly, too, by the end of "The Fire 
Sermon", the poet comes to rely less on pagan myth and to 
state his theme in more explicitly Christian terms. The 
lines: 
There is not even silence in the mountains 
But dry sterile thunder without rain 
There is not even solitude in the mountains 
But red sullen faces sneer and snarl 
recall Christ's agony and temptation in the wilderness, 
which the protagonist's agony parallels. The poem breaks 
momentarily into a specific Christian dimension which, Eliot 
assures us, is associated with the risen Christ's appearance 
to his disciples on the road to Emmaus. The vision is 
ambiguous as the speaker is unable to identify the figure, 
nevertheless, the suggestion is that the vision is related 
to the acceptance of Christianity. The vision of chaos, 
unreality and collapse is related to Ecclesiastes 12 so that 
94 
the woman fiddling music becomes one of the "daughters of 
musick ... brought low". The singing has lost meaning and 
vitality and comes out of "empty cisterns and exhausted 
wells". This recalls the Old Testament images associated 
with Israel's spiritual drought as a result of 
secularization and the worship of false gods, a condition 
the waste land parallels. Jeremiah 2.13 declares, "my 
people have committed two evils; they have forsaken me the 
fountain of living waters, and hewed them out cisterns, 
broken cisterns, that can hold no water". 
The terror and nightmare culminate in the -orotagonist's 
approach to the Chapel Perilous, the object of the grail 
quest. The emptiness of the chapel suggests the emptiness 
of the sepulchre on Resurrection Day, but represents also 
the ordeal the protagonist must now face. For the chapel 
is the metaphor for his own soul, the temple of God. It is 
the vacancy at the centre of his being with which he must 
now come to terms. The dry 'bones are sterile and suggest 
death. The voice of the cock is associated with Christ's 
death and his betrayal by man. Significantly, it is after 
the cock crows that there is "a flash of lightning. Then a 
damp gust / Bringing rain". The "flash of lightning", as 
an image of light, suggests spiritual insight while the 
rain and the gust relate to the sign Gerontion had been 
awaiting for spiritual release. The thunder functions as 
an oracle. Light and thunder are also associated with 
God's speaking to Israel in the Old Testament. The 
commentary after each command implies an acceptance. It 
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also implies that in the waste land, and in the 
protagonist's case, all these commandments have been broken. 
The comment on the command to control is the most resonant. 
on a personal level, it relates to the poet's emotion. He 
has been moving towards the acceptance of purLrlltory, 
asceticism, and even a revulsion against sex that is 
Augustinian in his acceptance of a new way of love. 
However, this is complicated by an awareness of a 
responsibility to his beloved, whose "heart would have 
responded / Gaily, when invited", thus indicating an 
acceptance of personal responsibility and guilt to be 
expressed also in "The Hollow Men" and "Ash Wednesday". On 
another level, the comment recalls "Death by Water" and 110 
you who turn the wheel and look to windward", as well as the 
image of happy love in "The Burial of the Dead" when the 
ship sailed on a fair wind. The passage suggests the need 
for the submission of the heart and will to the controlling 
hand of a larger force "expert with sail and oar" , 
recalling Christ's control of the sea. Had this been done, 
it would have resulted in happiness, as, by extension, in 
the biblical myth of the fall, had man submitted his will 
to God's, mortality and misery would not have been his fate. 
On an individual level, the protagonist has progressed. 
His search for the renewing waters of life leaves him upon 
the shore, f ishing with the "arid plain behind" him. This 
suggests some insight. Since in Christian terms, spiritual 
salvation is an individual choice, he can exercise control 
over his life and so impose order and meaning on it. 
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Having glimpsed the possibilities of meaningful "death by 
water" this is the decision he now has to make as he asks, 
"Shall I at least set my lands in order? ". The land is the 
metaphor for his own soul. The explicit Christian 
dimension to this is to be found in Eliot's "Thoughts after 
Lambeth": 
The World is trying the experiment of 
attempting to form a civilized but non- 
Christian mentality. The experiment 
will fail; but we must be very patient 
in awaiting its collapse; meanwhile 
redeeming the time: so that the Faith 
may be preserved alive through the dark 
ages before us .... 
30 
The final allusions and quotations are of thematic 
significance and are congruent with the major symbols of 
the poem. Against his personal ruin the protagonist has 
shored these "fragments", the sections of the poem through 
which he has articulated his search for spiritual meaning. 
However, while the impulse of the final section, which 
Eliot claims "justifies the whole", is the acceptance of 
the Christian faith, the poet/protagonist realizes that in 
the modern age this would be regarded as madness, as the 
reference to Hieronymo suggests, or else as spiritual 
cowardice. Yet, he seems to think that if his work is to 
be personally fruitful, this is the only direction in which 
he must move: he must "sing the Lord's song". He uses the 
allusion to Kyd to convey this. Hieronymols "madness", 
like Hamlet's, was for a sane and rational purpose. The 
lines following the one quoted by Eliot, sets this within 
the context of the poet, the poem, and the reader: 
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Why then ile fit you, say no more. 
When I was yong I gave my minde , And plide my selfe to fruitles poetrie: 
Which though it profite the professor nau ht, Yet is it passing pleasing to the world. 31 
This view is expressed in Eliot's account of the anonymous 
review in the Times Literary Supplement after he publicly 
declared his Christian position. The reviewer 
... pointed out that I had suddenly 
arrested my progress - whither he had 
supposed me to be moving I do not 
know - and that ... I was unmistakably 
making off in the wrong direction. 
Somehow I had failed, and admitted my 
failure; if not a lost leader, at least 
a lost sheep; what is more, I was a kind 
of traitor; and those who were to find 
their way to the promised land beyond 
the waste might drop a tear at my 
absence from'the roll-call of the new 
saints. 32 
Like Hieronymo, the poet/protagonist has identified the 
theme which will not be "fruitless" and will "profite the 
professor". This, with the acceptance it implies, will 
result in the benediction given in "Shantih shantih shantih" 
which Eliot's note specifies as the parallel to St. Paul's 
benediction to the early Christians in Philippians 4.7: 
"the peace of God which passeth all understanding, shall 
keep your hearts and minds through Christ Jesus" - These 
words are used as the final blessing at the end of the Holy 
Communion service. 
This account of The Waste Land has indicated the 
complexity of Eliot's state of mind at this stage in his 
development as a poet. While he continues to use the 
techniques of Symbolism and allusion, he makes these 
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secondary to the mythic; --i-l method. The poem is structured, 
not around a single myth as Joyce's Ulysses is, but 
articulated through a complex interweaving of the fertility 
and vegetation myths with Christianity. It is this 
complexity which makes the poem resonant in meaning. The 
Christian vision emerges as central to the poem, although 
the poem is not unambiguously Christian. The protagonist's 
quest pivots on the Christian story and finally points the 
way forward for him - both to his acceptance of Christianity 
and to writing in a new mode which necessitates an altering 
of his poetics to accommodate this. The Christian story 
holds out the possibility of new life if he sets his "lands" 
in order. 
Although it uses the mythical method, there is both 
thematic and technical continuity between The Waste Land 
and the early poems. Here the themes of the early poems 
are examined in a more sustained and personal manner. 
Technically Eliot continues to adhere to his principle of 
the need for complexity in modern poetry, for the poet to 
be allusive and to borrow from his literary heritage. The 
diverse and numerous literary allusions in the poem bear 
testimony to his skill in transferring an allusion from its 
original context to endow it with new meaning. This is 
part of his ability to be "more com-prehensive, more 
allusive, more indirect, ... to force, to dislocate 
language into his meaning". 
33 The allusions from The 
Tempest are perhaps the best examples of this. The poet's 
use of juxtapositions, ironic contrasts, and parallelisms 
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suggests similarity in one sense, but ýdifference in 
another. The parallelism between Dante's hell, 
Baudelaire's Paris, Isaiah's land of desolation, Weston's 
waste land, and the contemporary "Unreal City" enables 
the poet to universalize his theme. 
Another contributory factor to the success of the poem 
is Eliot's use of complex symbols which assume different 
meanings when shifted from one context to another. "Death 
by Water" is one obvious example of this; another is that 
of the rock. This is part of the poet's attempt at the 
"accurate presentation" of the complexity of modern life, 
and of spiritual truths, at the heart of which lie the 
paradoxes of the Christian faith; part of the portrayal of 
the chaos and nothingness the poet perceives as endemic to 
modern lif e without a spiritual dimension. The merging of 
one character into another is another device which 
contributes to the resonance of the poem. The poem gains 
much of its power from its refusal to simplify its symbols 
in order to embody one specific meaning. This is 
consistent with Eliot's view in "The ivietaphysical Poets": 
"Our civilization comprehends great variety and complexity, 
and this variety and complexity, playing upon a refined 
sensibility, must produce various and complex results*" 
34 
One cannot fully accept Eliot's insistence that the 
poem is purely personal and that he did not express the 
disillusionment of his own generation, but only their 
"illusion of being disillusioned". For it is in this poem 
more than any other that he demonstrates his "historical 
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sense" as well as the "sense of his own age", and balances 
this with the expression of his own private emotions in 
universal and significant term. s. The poem is an artistic 
success and shows he manages to do what he stipulates the 
poet should. Like Shakespeare, Eliot "was occupied with 
the struggle ... to transmute his personal and private 
agonies into something rich and strange, something 
universal and impersonal". 
35 
The Waste Land is more than a poem about cultural 
disillusionment and the spiritual bankruptcy of the modern 
age; it is also about a personal as well as a universal 
crisis. Its action pivots on the Christian myth and its 
impulse is towards the peace "which passeth all 
understanding ... through Christ". However, taken by 
itself it is not an exclusively Christian poem in the sense 
that "Ash Wednesday" is. It articulates the view of 
Christianity which depicts man as sinful and recognizes the 
Christian doctrine of grace that can redeem man. But at 
this stage there is no acceptance of the doctrine. This is 
to follow later, after recognition and confession of sin 
lead to contrition and repentance. The vision of 
Christianity which ends the poem provides a solution to the 
squalor and chaos of modern life, its failed institutions 
and man's recognition of an emptiness and meaninglessness 
at the core of his being. On a universal level, however, 
this vision is not shared by the people of the waste land. 
It is only perceived on a personal level by the -r)oet/ 
protagonist, the pilgrim in the waste land who must now 
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decide whether to set his "lands" in order. In Christian 
teaching this has to be done by the willing su omission of 
the individual will to God's and by confession of sin. 
Through the framework of pagan and Christian myths the 
poet, like Joyce, manipulates "a continuous parallel between I 
contemporaneity and antiquity ... controlling ... ordering 
giving a shape and a significance to the immense 
36 panorama of ... contemporary history" . Yet, while Eliot 
so vigorously endorsed the mythical method in 1923, and 
although the poem was so successful, the method is not 
repeated in his later poetry, which does not use pagan myths 
although it is certainly concerned with various as-pects of 
the Christian faith. F. 0. Matthiessen gives one reason 
for this: "Eliot is an example of the type of artist 
whose motivating desire is to bring his expression to the 
greatest excellence he can, and then not to repeat it". 
37 
While no one would deny the validity of this statement in a 
general sense, there also seems to be a specific reason why 
Eliot does not repeat the mythical method in his poetry. 
This is related to the direction taken in his personal life. 
For while most of his contemporaries were making non- 
Christian statements on the meaning of life and experience, 
he was moving towards an affirmation of Christian dogma, 
culminating in his baptism into the Church of England in 
1927. By the end of the poem it becomes obvious that the 
use of myth as a means of giving shape to and ordering 
experience, has served its pur-pose. The end of the poem as 
well as the direction taken by Eliot's poetry after The 
1C2 
Waste Land indicate the need for another poetic form. This 
will affect not only his personal life, but lead to a 
different poetic style and a modification of his poetics. 
It was perhaps with this in mind that Eliot wrote in 
November 1922, a month after the publication of the poem: 
"As for The Waste Land, that is a thing of the past so far 
as I am concerned and I am now feeling toward a new form 
and style". 
38 
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CHATTER IV 
BELIEF AND POETRY: 
"THE HOLLOW MEN", ARIEL POEMS, AND "ASH WEDNESDAY" 
The ... experience ... can only be 
understood by accustoming ourselves to 
f ind meaning in f inal causes .... The final cause is the attraction towards 
God .... 
[Th6J" love of man and woman 
**. is only explained and made reasonable by the higher love .... 
1 
Among modern critics T. S. Eliot singles out I. A. 
Richards as deserving "the credit of having done the 
pioneer work in the problem of Belief in the enjoyment of 
poetry "-2 Richards's theories underwent modifications and 
alterations as they evolved. At first he maintained that 
the language of poetry was emotive and that poetry could be 
appreciated without cognitive acceptance or rejection. In 
Science and_Poetry he asserts: 
In its use of words poetry is just 
the reverse of science. Very definite 
thoughts do occur, but not because the 
words are so chosen as to logically bar 
out all possibilities but one. No. 
But because the manner, the tone of 
voice, the cadence and the rtlythm play 
upon our interests and make them pick W 
out from among an indefinite number of 
possibilities the precise particular 
thought which they need. This is why 
poetical descriptions often seem so 
much more accurate than prose 
descriptions. Language logically and 
scientifically used cannot describe a 
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landscape or a face.... It is never 
what a poem says which matters , but 
what it is. The poet ... uses ... 
words ... as a means of ordering, 
controlling and consolidat the 
whole experience. 5 
Richards's argument is that the words in a poem make pseudo- 
statements as opposed to referential ones. He maintains 
that in the appreciation of poetry, questions of belief, 
disbelief , or "make-believe" should not arise. When the 
reader disregards such questions he is "reading well" and 
appreciating the poem as a complete unit: 
The remedy ... is to cut our pseudo- 
statements free from belief, and yet 
retain them, in this released state, as 
the main instruments by which we order 
our attitudes to one another and to the 
world ... for poetry conclusively shows that even the most important among our 
attitudes can be aroused and maintained 
without any belief entering in it at 
all.... Pseudo-statements to which we 
attach no belief and statements proper 
such as science provides cannot 
conflict. 4 
It is worthwhile noting that Richards was later to change 
his views and that Eliot, although at first he embraced 
them, later distanced himself from Richards's theories and 
even ridiculed them in The Use of Poetry and the Use of 
Criticism. 
Cleanth Brooks in The Well Wrought Urn: Studies in the 
Structure of PoetrIY holds that the Dro-blems of poetic 
meaning and belief spring from a "heresy of paraphrase", a 
mistaken aesthetic distinction between form and content, 
and a rejection of the organic theory of art. Viewed 
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organically, a statement cannot be abstracted from the poem 
and labelled as that which it is communicating. For the 
poem communicates all that it is, which involves both its 
form and its content. Appreciation of the poem involves an 
appreciation of it in all its complexity. What the poet 
expresses is the complexity of human experience. He does 
so in a complex manner involving paradox, wit, irony. The 
poem is "a pattern of resolved stresses" which involves 
propositions, metaphors, and symbols. In Brooks's theory, 
which was later improved upon by several critics, 
most of the distem-pers of criticism 
come about from yielding to the 
temptation to take certain remarks ... 
about the poem ... for the essential 
core of the poem itself.. -. [M'ýost of 
our difficulties in criticism are 
rooted in the heresy of paraphrase. 
If we ... distort the relation of the 
poem to its "truth, " we raise the 
problem of belief in a vicious and 
crippling form, we split the poem 
between its "form" and its "content" - 
we bring the statement to be conveyed 
into an unreal competition with science 
or philosophy or theology. 5 
Eliot's own views on the problems raised by belief in 
poetry underwent modifications as indicated in Chapter I. 
His original formulation may be found in "Shakespeare and 
the Stoicism of Seneca" (1927). There he makes a 
distinction between what a poet believes as an individual 
and the beliefs he expresses in his poetry. He concludes 
that a poet does not have to believe the ideas he expresses 
in his work, but may merely utilize them as material for 
art. On the other hand, in "Dante" (1929) he argues that 
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personal belief affects the ýIuality of the work and that 
a man's beliefs cannot be separated from the man himself. 
There is thus a shift in Eliot's position. The 1929 
position incorporates the 1927 view, but insists on 
personal belief as important. The position is summarized 
in his Notes to Section II of the "Dante" essay: 
I deny ... that the reader must share the beliefs of the poet in order to 
enjoy the poetry fully .... C* can distinguish between Dante's beliefs as 
a man and his belief s as a poet. But 
we are forced to believe that there is 
a particular relation between the two, 
and that the poet "means what he says" 
If you deny the theory that full 
poetic appreciation is possible without 
belief in what the poet believed, you 
deny the existence of "poetry" as well as 
"criticism"; and if you push this denial 
to its conclusion, you will be forced to 
admit that there is very little poetry 
that you can appreciate, and that your 
appreciation of it will be a function of 
your philosophy or theology or something 
else .... Actually, one probably has 
more pleasure in the poetry when one 
shares the beliefs of the poet. On the 
other hand there is a distinct pleasure 
in enjoying poetry as poetry when one 
does not share the beliefs, analogous to 
the pleasure of "mastering" other men's 
philosophical systems. 6 
Eliot had, in these notes, also recognized the 
"difficulties inhering" in his theory and it was to prove 
to be indeed in the "embryonic" stage, since by the time he 
wrote "Shelley and Keats" (1933) he was contending that the 
maturity with which the poet treats his theme counts in the 
reader's enjoyment of his work: "some of Shelley's views I 
positively dislike, and that hampers my enjoyment of the 
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-poems in which they occur; and others seem to me so puerile 
that I cannot enjoy the poems in which they occur". 
7 This 
introduction of personal preferences in the a-ppreciation of 
poetry leads Eliot to modify the earlier claims: 
oee by using, or abusing, this principle 
of isolation you are in danger of seeking 
from poetry some illusory pure en,, -oyment, 
of separating poetry from everything else 
in the world, and cheating yourself out 
of a great deal that 8 poetry 
has to give 
to your development. 
He attempts in the same essay to reconcile his opposing 
views: 
When the doctrine, theory, belief, or 
"view of life " presented in a poem is 
one which the mind of the reader can 
accept as coherent, mature, and founded 
on the facts of experience, it 
interposes no obstacle to the reader's 
enjoyment, whether it be one that he 
accept or deny, apDrove or deprecate. 
When it is one which the reader rejects 
as childish or feeble, it may, for a 
reader of well-developed mind, set up 
an almost complete check. 9 
In the light of this last comment, Eliot's distaste for 
Shelley's poetry becomes, not simply a disagreement with 
his ideas, but a criticism of Shelley's failure to come to 
terms with and express them in a complex, "mature" manner. 
Two years after the essay on "Shelley and Keats" Eliot 
argued in "Religion and Literature" (1935) for a definite 
theological standpoint from which to view literature. He 
suggests that this should be the Christian one to counter 
modern secularism, but this does not mean he thinks every 
poet should be a Christian: 
ill 
Literary criticism should -be completed 
by criticism from a definite ethical and 
theological standpoint .... 
[I]t is ... necessary for Christian readers to 
scrutinize their reading, especially of 
works of imagination, with explicit 
ethical and theological standards. The 
"greatness" of literature cannot be 
determined solely by literary standards; 
though we must remember that whether it 
is literature or not can be determined 
only by literary standards .... What I 
want is a literature which should be 
unconsciously, rather than deliberately 
and defiamtly, Christian .... 
10 
This is also the view Eliot maintains in After Strang Gods: 
A Primer of Modern Heresy. The dialectical tension between 
Eliot's earlier and later formulations on belief in poetry 
is resolved by his "Impersonal" theory in which he holds 
that impersonality in art is dependent upon the poet's 
ability to give his personal and particular beliefs 
universal significance. 
000000 
This chapter seeks to examine the extent to which Eliot 
succeeds in expressing the beliefs he is struggling to come 
to terms with and to accept in "The Hollow Men", Ariel Poems, 
and "Ash Wednesday". It will also demonstrate his depiction 
of the second and third stages in the Christian drama of 
salvation: those of contrition leading to belief and 
confession of sin; and of restoration to grace and 
exultation in belief. The chapter will evaluate whether the 
theoretical frame of reference employed by Eliot leads to an 
appreciation of the poems as poetry. Another aim of the 
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chapter is to demonstrate that the poems have an 
autobiographical reference which Eliot never made clear. 
Perhaps he did not wish to reveal his private life, or 
again, perhaps on poetic grolands he felt this to be wrong; 
but his emphasis on the imDersonality of art seems a shrill 
rationalization of his sensitivity. His anti-Romantic 
poetic now seems not only a carefully worked out 
intellectual position, but the product of a tortured soul, 
the soul we see in the early poems, The Waste Land, and 
"The Hollow Men". 
The change in Eliot's formulations of the problem of 
belief in poetry suggests that his views evolved alongside 
his -ooetic practice, which was itself influenced by his 
conversion to Christianity. He claimed in 1956 that his 
poetics were "a prolongation of the thinking that went into 
the formation of my own verse". 
" 
The Waste Land brings to full expression Eliot's early 
emotional and spiritual dilemma. It reaches a climax at 
the point where the poet/protagonist must decide whether to 
take the plunge into belief, which may release him from his 
state of limbo. Eliot's poetry after The Waste Land is the 
resolution of this crisis. It gives expression to religious 
experience as a mainstay against the confusion and sterility 
of the temporal world. It is far more optimistic than the 
previous poetry. Here we see the marriage between the 
poet's personal beliefs and his art-istic creation. Through 
analogy and through the depiction of carefully chosen 
situations and events, Eliot has given his belief expression 
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that is universal in significance. Although "The Hollow 
Men" continues to express the horror of the waste land 
experience, Ariel Poems, "Ash Wednesday", and Four (ýuartets 
are explicitly, though by no means exclusively, Christian 
in their imagery, symbols, and diction, and ultimately in 
their meaning. If "Gerontion" functions as a prelude to 
The Waste Land, "The Hollow Men" and "Ash Wednesday" 
function as its epilogue. Eliot's description of Pascal's 
despair and subse--, uent affirmation of religious faith, 
serves as a description of his own progress from The Waste 
Land to "Ash Wednesday": 
His despair, his disillusion, are ... 
essential moments in the progress of 
the intellectual soul .... [T 
)iey are the 
analogue of the drought, the dark night, 
which is an essential stage in the 
progress of the Christian .... 
[It was 
also a despair which was a necessary 
prelude to, and element in, the joy of 
faith. 12 
"The Hollow Men" repeats the themes of despair and 
paralysis of the earlier poems. Like the personae of the 
early poems and the protagonist of The Waste Land, the 
hollow men are empty because they have no inner spiritual 
life. As part of the resolution of The Waste Land the poem 
is important since it initiates the stage of confession. 
This is the second stage in the drama of salvation. It also 
confesses the guilt of the poet/protagonist for his 
abandonment of the female figure of the previous poems, who, 
from what we know of Eliot's life at that time, seems to be 
his first wife. She is abandoned in the pursuit of an 
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asceticism and a different concept of love from that which 
prevails in the waste land. In the draft of "What the 
Thunder said" the poet describes this: "There I leave you / 
Clasping empty hands". The poet presents the lady as an 
"injured bride" and his sense of guilt is expressed in 
"Elegy", which forms part of The Waste Land drafts: 
I saw sepulchral gates, flung wide, 
Reveal ... The features of the injured bride! 
Remorse unbounded, grief intense 
Had striven to expiate the fault - 
But poison not my present bliss! 
And keep within thy charnel vault! 
It is the emotion of love, commingled with grief and guilt 
which he seeks to express through confession so that his 
love for her may be transmuted into love of the divine. 
is only through this process that the negative symbol of 
woman of the early poems can become transmuted into a 
positive symbol. 
"The Hollow Men" has two epigraphs, one relating to 
Kurtz in Conrad's Heart of Darkness and the other to the 
burning of the effigy of Guy Fawkes which takes place in 
November. In the Christian calendar November marks the 
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beginning of Advent, which is the season of repentance, the 
time when God's light comes to illumine man's darkness and 
give pardon and peace. It symbolizes the death of the "old" 
order and the birth of the new dispensation. The 
Incarnation, which Advent heralds, is the single event 
which Eliot identifies in Murder in the Cathedral, "Journey 
of the Magill, and "A Song for Simeon" as encompassing birth 
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and death. The hollow men may also be associated with 
Kurtz and so with the original epigraph to The Waste Land. 
They resemble Kurtz who, says Marlow, was "hollow at the 
core". Like Kurtz, they feel compelled to confess the 
horror of their lives. The " Old Guy" may be taken to be 
synonymous to the "old man", the "old Adam" , unregenerate 
and without grace. 
1117: 1(-:; Lralleling the religious and spiritual implications of 
the poem are the references to the haunting eyes which 
evoke the abandoned beloved: "direct eyes", eyes "I dare 
not meet in dreams", eyes that are "not here", and eyes 
that "reappear". Eliot brings together the two themes of 
the poem by fusing the images of the eyes and the 
"perpetual star" with the "Multifoliate rose" of Dante's 
paradise. However, while Dante has a vision of Beatrice 
and paradise, the beloved is not actualized for the poet/ 
protagonist of "The Hollow lien". All that he hopes to 
achieve through his confession is an exorcism of the Fury 
she represents in his haunted, tormented soul. Paradise is 
certainly not achieved. It is invoked as the only hope and 
at the same time, only a hope, for the hollow men. 
The narrative is spoken in the first person plural and 
this collective voice universalizes the plight of the 
hollow men. It also provides a Dersona through whom the 
poet/protagonist of The Waste Land speaks in a manner 
similar to that by which he projects his emotional and 
spiritual plight on to the inhabitants and the landscape of 
the waste land. It makes his public confession of 
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hollowness, sin and guilt, seem part of a universal 
necessity. Their confession: 
We are the hollow men 
We are the stuffed men 
Leaning together 
Headpiece filled with straw 
is the plural counterpart to Gerontion's 
Here I am ... A dull head among windy spaces .... An old man in a draughty house 
Under a windy knob.... 
Thoughts of a dry brain in a dry season. 
As with Gerontion, the predominant preoccupation of the 
hollow men is with death, and especially meaningless death. 
They are condemned to inhabit death's kingdom, a kingdom 
cut off from God. They endure death in life and hollowness 
is their affliction. Their kingdom of death is comparable 
to Dante's limbo. However, the poem evokes "death's other 
Kingdom", a kingdom of God's to which those who have 
spiritual insight may cross with "direct eyes". It is this 
kingdom they long for, but cannot enter without confession. 
A single voice breaks through the chorus in Part II. 
Here, the haunting eyes "I dare not meet in dreams" do not 
appear. Instead they are replaced -by other eyes betokening, 
through imagery of light, a different kind of reality. The 
hollow man deliberately wishes to be "More distant and more 
solemn / Than a fading star" towards the beloved, in the hope 
of avoiding the eyes he fears. 
In Part III the hollow men's emotional barrenness finds 
expression in the stone and cactus images of the dead land 
ii? 
which raises up stone images or false gods to be worshipped 
by the dead, hollow men. However, something tells them that 
death has another kingdom and some other meaning. They have 
a momentary vision of another kind of reality and experience 
a brief impulse towards adoration. However, this ends, as 
it must, at this stage, in futility. At the same time, the 
spiritual is fused with the theme of personal and emotional 
love. This part of the poem continues the poignant, painful 
expression of failed human love. The impulse to sensual 
passion is frustrated and confirms the poet's emotional 
isolation: 
Waking alone 
At the hour when we are 
Trembling with tenderness 
Lips that would kiss 
Form prayers to broken stone. 
This is the identical frustrated emotion expressed in "Song" 
from The Waste Land drafts: 
The golden f oot I may not kiss or clutch 
Glowed in the shadow of the bed 
Perhaps it does not come to very much 
This thought this ghost this pendulum in the head 
Swinging from life to death 
Bleeding between two lives r-j 
The "valley of the dying stars" of Part IV suggests the 
"valley of the shadow of death". Its imagery makes it 
similar to The Waste Land and Dante's underworld. Here the 
hollow men are without vision unless the eyes reappear, not 
as the "fading star" of Part II or the "dying stars" of 
this part, but as the "perpetual star" or I'Multifoliate 
rose" of the Church - the only hope of the hollow men: 
118 
Sightless, unless 
The eyes reappear 
As the perpetual star 
Multifoliate rose 
Of death's twilight kingdom 
The hope only 
Of empty men. 
The rose also symbolizes Christ himself, of whom the Church 
is the body or bride. The star is also associated with 
Christ in Revelation 22.16: "1 Jesus ... am ... the bright 
and morning star". However, the vision remains a hope only, 
and is not actualized. So far the poem does not express 
belief. It is worked out by means of an intellectual system 
through which the poet, adopting the mask of the hollow men, 
hopes to set his love "in order" as he struggles to come to 
terms with the personal and emotional anguish of The Waste 
Land. At the same time, the deepest feelings are involved. 
The symbol of the star is a dual one as the poet uses it to 
evoke his wife by his association of his human love with 
human eyes which become fused with the image of the star. 
The minor poem, "Eyes that last I saw in tears", written in 
the same year as "The Hollow Men", poignantly portrays, 
through the medium of direct speech rather than a mask of 
voices, the poet's emotional "affliction" with which he is 
trying to come to terms in "The Hollow Men". The imagery of 
the eyes, vision, and death's kingdom, as well as the tone of 
gnuilt, make the short poem a companion piece to the longer one: 
Eyes that last I saw in tears 
Through division 
Here in death's dream kingdom 
The golden vision reappears 
I see the eyes but not the tears 
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This is my affliction. 
This is my affliction ... . Yes I shall not see unless 
At the door of death's other kingdom 
These are the eyes that are transmuted and finally fused 
with the image of the "perpetual star". This process is 
similar to that Eliot perceives in Dante's La Vita Nuova. 
For in a sense his transmutation of the beloved into a 
vision here and in "Ash Wednesday" parallels Dante's vision 
of Beatrice and is a form of sublimation in which he looks 
to the symbolic death "for what life cannot give": 
... the Vita Nuova ... is, I believe, 
a very sound psychological treatise on 
something related to what is now called 
"sublimation". There is also a practical 
sense of realities behind it, which is 
antiromantic: not to expect more from 
life than it can give or more from human 
beings than they can give; to look to 
death for what life cannot give. The 
Vita Nuova belongs to "vision literature"; 
but its philosophy is the Wholic 
philosophy of disillusion. 
The sequence of imagery from the eyes to the "per-oetual 
star" and"Multifoliate rose" embodies what Eliot describes 
in Dante's vision as the "forms of imagination, 
phantasmagoria, and sensibility" - terms which aptly 
describe "The Hollow Men". He concludes that we 
... have to learn to accept these forms: 
and this acceptance is more important than 
anything that can be called belief. There 
is almost a definite moment of acceptance 
at which the New Life begins. 14 
In "Baudelairell Eliot states that the poet must "help in 
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deciphering the discrepancies between head and heart, means 
and end, material and ideals". 
15 Part V of "The Hollow 
Men" fixes on this discrepancy by focusing on the difference 
between the reality and the hope of the hollow men. As 
opposed to the ideal images of the "perpetual star" and 
I'Multifoliate rose", it reintroduces the reality of the 
sterile cactus. The nursery rhyme element parodies the 
frustration of their impulse and the rest of the poem 
explains the cause of this frustration. It is the shadow 
of fear and the shadow of death which characterizes 
unregenerate man, the hollow men, and also recalls "fear in 
a handful of dust" of The Waste Land. 
"The Hollow Men" was written in 1925. Two years later 
Eliot was baptized into the Church of England. In that 
year he wrote "Journey of the Magill. Eliot recreates the 
journey to worship Christ as a universal and timeless 
metaphor for the experience of religious conversion. The 
journey is seen as a symbolic death or dying into life. 
This is reflected in the physical landscape which forms 
the setting for the journey and becomes a natural 
progress from death to life. The journey of the magi is 
the spiritual pilgrimage of the Christian convert and the 
voice of the magus is that of the poet. The journey 
follows naturally from Advent through the Incarnation 
(Christmas) to the Epiphany. St. Matthew 2.12 tells us 
that "they departed into their own country another 
way". This has significance for Eliot's poetic and 
spiritual progress and connects to his later declaration in 
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"East Coker" , "In my end is my beginning". 
The opening line of the poemwhich comes from Bishop 
Andrewes's 1622 Nativity Sermon, describes not merely the 
"cold coming" of Christ in the "dead of winter" but also 
the hazardous journey of the soul through the dead landscape 
of The Waste Land and "The Hollow Men" - The magus describes 
his refractory nature which regretted the sensual: "The 
summer palaces on slopes, the terraces, / And the silken 
girls bringing sherbet". The journey described is through 
a waste land where the magi are surrounded by voices of 
temptation from our refractory nature, comparable to those 
to be faced in "Ash Wednesday". The hardships of the 
physical journey project the inner struggles of the magus 
and the new convert to overcome the voices of temptation, 
leading in the end to a decision to "travel all night" - 
suggesting the period of the "dark night" of the soul. 
Finally at dawn there is relief. The images of death 
become transformed and the landscape is fecund. The imagery 
of the second stanza is similar to that described by Eliot 
in The Use of Poetry and the Use of Criticism as being 
related to personal experience: 
Why If or all of us , out of all that we have heard, seen, felt, in a lifetime, 
do certain images recur, charged with 
emotion, rather than others? The song, 
of one bird, the leap of one fish, 
the scent of one flower, ... six 
ruffians seen through an open window 
playing cards at night at a small 
French railway junction where there was 
a water-mill: such memories ... 
represent the depths of feeling into 
which we cannot peer. 16 
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The images derive from the Christian calendar: the 
"temperate valley" of life, the "three trees" denoting the 
three crosses of the crucifixion, the "white horse" of the 
apocalypse, and the "pieces of silver" of Judas's betrayal 
of Christ. They are part of the Christian mystery which 
links birth and death. For death is implicit in Christ's 
birth as Becket describes in Murder in the Cathedral: "at 
this same time of all the year ... we celebrate at once 
the Birth of Our Lord and His Passion and Death upon the 
Cross ýI]t- is only in these our Christian mysteries 
that we can rejoice and mourn at once for the same 
reason. " It is because of this that the magus considers 
the consequences of the journey and of the new dispensation 
and meditates on the Christian paradox of birth and death. 
The poem is also the poet's meditation on the implications 
of his acceptance of the Christian doctrine requiring 
symbolic death in preparation for new spiritual life. This 
leaves him like the magus, longing for "another death". 
While "Journey of the Magill explores the implications 
of Incarnation, "A Song for Simeon" takes this further by 
examining its implications for mankind as well as the need 
to live one's life in accordance with the new dispensation. 
Like the magus, Simeon recognizes that in the birth of 
"Israel's consolation", there is also death; Christ's 
death, the destruction of Jerusalem, and death for the 
saints and martyrs who in every age will live Christ's way 
and accept suffering and death: 
They shall praise Thee and suffer in every generation 
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With glory and derision, 
Light upon light, mounting the saints' stair. 
In "Animula", the poet examines the theme of the 
deflection of the will from God through man's sinfulness. 
It laas close affinities with Donne's "Good Friday 1613: 
Riding Westward" and with Milton's Paradise Lost. The 
progress of the soul is similar to mankind's journey from 
Eden to the restored paradise. The title draws on the 
passage in the Purgatorio where Dante discusses the nature 
of the human soul and its need for discipline. Eliot's 
views on discipline as expressed in "Thoughts after Lambeth" 
and quoted in Chapter III are also relevant to the poem. 
The"selfish, misshapen, lame" soul can only live again 
through divine grace "in the silence after the viaticum", 
the Eucharist administered to the dying in preparation for 
the journey into the next world. Christ and his grace are 
its only hope. The last stanza is an injunction, through 
Christian charity, to pray for all souls misshapen by 
time and experience. To pray for them at the hour of their 
birth is a paradox relating to the Christian mystery of 
death and rebirth implied in both Christian baptism and the 
Eucharist, the viaticum. The final line identifies the 
poet with those to be prayed for. He has charted the 
progress of his own maimed soul through the early poems, 
The Waste Land, and "The Hollow Men" to a setting of his 
love and his "lands" in order. He too, through baptism, 
has had the hour of his birth. 
In "Ash Wednesday" the personal experience of religious 
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conversion becomes the explicit theme of the Anglo-Catholic 
poet. E. E. Duncan Jones observes that 
Ash Wednesday is impersonal and 
ob, -jective .... The "I" who speaks is 
not so much a personality as a will. 
And in keeping with this impersonality, 
at its peaks and climaxes the poetry 
passes into the anonymous language of 
the Church: "Pray for us now and at the 
hour of our death"; 'Speak the word 
only"; "After this our exile"; "Suffer 
me not to -be separated 'I; "And let my 
cry come unto Thee". 17 
This validates my point that the frame of reference used by 
Eliot enables him to express his belief in universal terms 
and this is especially true of "Ash Wednesday" which re- 
enacts the archetypal pattern of temptation and the struggle 
to overcome this. But it is important to recognize that the 
is to be identified also with the poet, a fact which is 
of great significance in his poetic development. For this 
is the first poem in which Eliot speaks directly and 
entirely in the first person without using dramatic 
characters or masks as a mouthpiece, as if to make it known 
that he is speaking of his personal experience. Women, who 
were associated with sterility and violation in the early 
poems and The Waste Land, now become a symbol of grace and 
regeneration. The poem is suffused with the influence of 
Dante and continues where the poet left off at the end of 
"The Hollow Men". The sequence traces the renunciation of 
human desire and the transformation and sublimation of 
human love into love of the divine. The poet struggles for 
the attainment of spiritual wholeness through the conformity 
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of his refractory will to "His will"; a theme to be found 
not only in Dante, but in seventeenth-century metaphysical 
poetry and Donne especially. A. D. Moody notes that the 
poem was originally dedicated "To My Wife" and he also 
identifies the female figure in this poem and in "The Hollow 
Men" as Eliot's first wife. 
18 This dedication indicates 
that the poem is part of Eliot's continued effort to 
exorcise the demon of guilt which he associates with her. 
It also makes the poem., like The Waste Land and "The Hollow 
Men", one of personal anguish. 
The poem opens with the hope the poet expresses that 
he should not turn again; he has renounced worldly ambition 
and sensual experience and wishes to turn his will totally 
to God. He states this explicitly in Part II: 
As I am forgotten 
And would be forgotten, so I would forget 
Thus devoted, concentrated in purpose. 
Eliot uses the idea of renunciation to link both the 
spiritual and emotional themes: 
Because I cannot drink 
There, where trees flower, and springs flow, for 
there is nothing again 
I rejoice that things are as they are and 
I renounce the blessed face 
And[I]renounce the voice[. -] 
There is some ambuguity as to the exact identification of 
the "blessed face" which he renounces. It could be that of 
his wife, but it is also that of God. This is theologically 
sound. He rejoices in accepting this state and renounces 
"the blessed face" and "voice", thus renouncing both God and 
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religion on the one hand, and the beloved, the world, and 
temporal care on the other. This comrlete renunciation 
enables him to begin anew from the depths of des-pair, "to 
construct something / Upon which to rejoice". Eliot's hope 
is not to turn again on the wheel of temDoral care or to 
wilfully manipulate the wheel of his own spiritual life, 
but to submit his will to God's, to respond "beating 
obedient / To controlling hands" through Drayer, meditation, 
and mortification of sensual desire. In praying for 
forgetfulness, he describes his own mental anguish and 
haunting memories which lead him to pray not for himself 
alone, but also for his wife, as implied by the "us": 
And I pray to God to have mercy upon us 
And I pray that I may f orget 
These matters that with myself I too much discuss 
Too much explain Cg 
The opening lines of Part II suggest the story of Elijah. 
The colour of the leopards suggests they are agents of 
purification. He is devoured as part of the process of 
purification, so that the bones are hollow and cleansed in 
preparation for new life. In continuing to seek oblivion to 
ease his agony he evokes the lady. She is idealized in 
imagery from La Vita Nuova and the Purgatorio. She is 
withdrawn and contemplative. He atones through forgetfulness: 
The Lady is withdrawn 
In a white gown, to contemplation, in a white 
gown. 
Let the whiteness of bones atone to forgetfulness. 
By the process of transmutation of love, the lady and all 
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pain associated with memory of her, is transformed and she 
becomes a kind of Beatrice. She is thus associated with 
grace . The "Multifoliate rose" of "The Hollow lien" now 
becomes the "Rose of memory / Rose of forgetfulness". It 
becomes the rose of Mary and is finally translated into the 
garden of the Paradiso where all opDosites end in 
reconciliation. This reconciliation of op-oosites 
anticipates the end of ''Little Gidding''. It is also by the 
-process of transmutation that he manages to transform the 
waste land into a promise of "The Garden / Where all love 
ends", recalling Gethsemane, the garden of Christ's burial, 
and Christ's sacrifice as the ultimate in love. This 
transmutation is achieved however, at great emotional 
expense and"torment": 
Rose of memory 
Rose of forgetfulness 
Terminate torment 
Of love unsatisfied 
The greater torment 
Of love satisfied[. ] 
In Part III the poet/pilgrim experiences the temptation 
to fall back to the sensual life which he thought he had 
renounced. This is expressed through the image of the soul 
mounting the staircase or ladder of perfection and 
encountering, struggling with, and finally overcoming 
temptation at each stage. This is part of the essential 
progress of the Christian in the temporal world and it is 
what Eliot refers to as the "demon of doubt which is 
inseparable from the spirit of belief" . 
19 At the third 
turning is the trial of hope and the temptation of the flesh 
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to youth, music, and love through the appeal to the senses: 
"Blown hair is sweet, brown hair over the mouth blown, / 
Lilac and brown hair". This recall of romantic love is not 
presented as it was in The Waste Land to stir "Memory and 
desire", for the poet's acceptance of asceticism has placed 
him in a position where he does not "wish to wish these 
things". Instead, the temptation to the sensual is one of 
those to be overcome if he is to progress from the lower 
love to the higher. His distraction, like Thomas's first 
temptation in Murder in the Cathedrai, is momentary and he 
gets strength to "fare forward". It is strength involving 
humility and confession of unworthiness, the proper 
theological posture for receiving the Host. 
The symbol of the lady links Parts II and IV. In Part 
IV she is associated with colours that are of liturgical 
significance. By the end of the poem the penitent poet will 
implore her to intercede for all lost souls. The lady in 
white merges with the "Mother" of the garden and has 
regenerative powers to transform the waste land images of 
mountain, rock, and sand into the garden of love, a kind of 
Eden. She "made strong the fountains and made fresh the 
springs / Made cool the dry rock and made firm the sand". 
She makes fresh the spring he could not drink at in Part I. 
Having resisted the temptations of the flesh in Part III, 
for him the spring now becomes the spring of spiritual love, 
the waters of eternal life as promised by Christ in St. John 
4.14: "whosoever cLrinketh of the water that I shall Five 
him shall never thirst; but the water ... shall be in him 
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a well of water springing up into everlasting life". The 
spring of love thus belongs to the "higher love". His 
vision is of the lady transmuted into pure light. It 
parallels Beatrice's appearance to Dante. However, while 
Dante's vision may be fully grasped, Eliot's remains 
elusive and requires some analysis to elicit its possible 
meaning. The lady's tears are regenerative as she restores 
the past through "a bright cloud of tears". She also 
restores the "ancient rhyme" which seems to be the ancient 
story of love in its fullest, highest sense, which is what 
the poet seeks. The vision includes a "gilded hearse" 
drawn by "jewelled unicorns" which carries away the tokens 
of the old, dead life. The "silent sister" standing between 
the yews suggests mortality and mourning. Although she 
speaks no words the fountains spring up and the birds sing, 
and the wind now becomes analogous to restoration. The 
garden becomes a kind of Eden, recalling Dante's description 
of the singing birds and the song of the wind as he enters C) 
the garden of Eden in the Purgatorio. Thus, as the 
protagonist achieves spiritual restoration, the natural order 
also becomes transformed and restored. In the next two lines 
we meet the image of the grace which restores, which redeems 
the time: "Redeem the time, redeem the dream / The token of 
the word unheard, unspoken". To redeem the time is to 
follow St. Paul's injunction to the early Christians and in 
Eliot's "Thoughts after Lambeth", it includes the 
preservation of the Christi-an faith "through the dark ages 
before us". The last two lines of the section describe how 
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the poet has transmuted human love and experience and how 
traditional symbols acquire a new meaning. The yew is 
traditionally a symbol of death but here it functions on 
two levels. On one it symbolizes the eternal sorrow which 
embraces man and God through Christ's jDassion. On a higher 
level it evokes the millenium foretold in Revelation 20, 
which is part of the fulfilment of the Word in the world. 
Having transmuted the lower love into the higher, the 
present life becomes a kind of exile, a long'ing for that 
life which contains the hope conveyed in the dream. The 
notion of life as a kind of exile is common in Anglo-Saxon 
and Meclieval poetry. It goes back to the Bible where the 
Christian is often referred to as an alien with no abiding 
city. Having conquered temptation, the poet has passed 
through growing faith to a vision of regeneration and 
redemption. 
The meditation on the relation between the Incarnate 
Word and the world in Part V antici-oates the similar 
meditation in Four Quartets. The imagery and meaning link 
this to the beginning of St. John's Gospel. The Word and its 
implications for the world are contemplated through a process 
of reflection which recalls the similar technique used in 
Plart 
I. The meaning of the meditation is that even when the 
Word is neglected, unheard, and forgotten by the world, it 
still goes on existing in and for the world: 
If the lost word is lost, if the spent word is 
spe nt 
If the unheard, unspoken 
Word is unspoken, unheard; 
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Still is ... 
e9e the Word within The world and f or the world 
The imagery of light and darkness derive from St. John and 
contrasts the dark and unregenerate world and the Word, 
which if we hear it, becomes the light of the world. 
Because of man's refractory nature the world will not be 
redeemed because it will not heed the Word. The Word will 
not be heard in a world where there is not enough silence. 
For, in the poem, silence is associated with divine love 
and grace. The poet's prayer is to "sit still" in order to 
know God's will. The silence and the noise recall The Waste 
Land in which a babel of voices speak for the various parts 
of Eliot's disintegrating personality. Here the silence 
suggests healing and regeneration, which are the products 
of God's grace. 
Because of the infinite goodness of the Word in spite of 
its treatment by the world, the veiled sister is implored to 
pray for those who are caught up in temporal preoccupations 
and so walk in darkness. This is conveyed in images which 
evoke the fall: "The desert in the garden the garden in the 
desert / Of drouth, spitting from the mouth the withered 
apple-seed". The "withered apple-seed is presumably a 
reference to the apple tree in the Garden of Eden. The 
I'seed" is mankind, the inheritors of evil, the descendants 
of Adam. 
In Part Vl the poet changes from the reasoning of 
"because" to the statement of "although" which suggests that 
while he strives not to break his resolution, there is an 
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inevitable and continuous temptation to fall back to the 
past. Although he does not wish to return to the world, 
the appeal of the world will return to him. The confession 
clearly outlines the predicament caused by man's refractory 
nature: "though I do not wish to wish these things / 
... the lost heart stiffens and rejoices". Although he 
remains aware of temptation, there is definite progression 
from the hesitant 
Wavering between the profit and the loss 
In this brief transit where the dreams cross 
The dreamcrossed twilight between birth and dying 
to the definite "This is the time of tension between dying 
and birth". This is "the time of tension" between the 
symbolic death to the world and the flesh and birth to the 
Word; of the transition from the "old Adam" to the new. He 
invokes the aid of the blessed sister to "Suffer us not to 
mock ourselves with falsehood" and to teach the lessons 
required in Part I, to 
Teach us to care and not to care 
Teach us to sit still 
Even among these rocks, 
Our peace is His will &] 
Finally, he pleads in lines alluding to Dante's Paradiso, 
not to be separated from the river and sea and hence from 
God's will. This leads to the final supplication of the 
penitent - an invocation from the Liturgy to "let my cry 
come unto Thee". 
This long poem is a sequence of short Dieces woven 
together, each section with its own cluster of images. Each 
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poem is dependent on the others and assumes meaning in 
relation to the whole sequence. It demonstrates Eliot's 
continued use of Symbolist technique, though by this stage 
somewhat modified. The six poems are unified by the theme 
of dying to the world and the flesh in order to be born to 
the Word and to God. Biblical allusions and phrases from 
the Liturgy, especially The Book of Common Prayeil,, abound. 
Their repetition is a way of concentrating the will on God, 
but as a refrain it contributes to the musical effect of the 
poem. 
"Marina" marks the third stage in the Christian drama 
of salvation, that of exultation through restoration by 
grace. Its theme is the joy of new life, of resurrection 
from the dead, and its immediate source is the recognition 
scene from Shakespeare's Pericles which Eliot regarded as 
one of the greatest moments in literature. This is the 
most exultant of the Ariel Poems. The recovery theme from 
Shakespeare takes on a new dimension. This dramatic 
monologue is structured around the notion of sudden 
happiness, of the mystic moment when a new life opens up by 
turning away from the past. This may be equated with 
religious conversion, for Marina is the personification of 
hope, an explicitly Christian concept which Eliot has 
already used in "Journey of the Magi" and "A Song for 
Simeon". 
Marina is "grace dissolved in place" and she makes 
Ounsubstantial! 'the menacing images that mean death to the 
narrator. These are the images of the deadly sins. The 
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perception of grace is translated into images that relate 
Marina to the speaker. The imagery of the poem makes it a 
dream-vision of hope and grace. The spiritual implications 
are also conveyed through memory images. He recognizes the 
bowsprit he made long ago and realizes that his 
metaphorical ship is hardly sea-worthy: "The rigging weak 
and the canvas rotten ... / The garboard strake leaks, the 
seams need caulking". As he recognizes the spiritual 
consequences of this recovery, he resolves to resign 
himself to that life which extends beyond time and holds the 
promise of new hope: 
Living to live in a world of time beyond me; 
let me 
Resign my life for this life, my speech for 
that unspoken, 
The awakened, lips parted, the hope, the new 
ships. 
This passage anticipates the exploration of the meaning of 
time and the Word in Four Quartets and can be seen as a 
prelude to it. 
The end of the poem repeats the images of the beginning, 
though now they are somewhat altered by the recognition that 
his ship is reaching the shore. The woodthrush, instead of 
singing through the fog, is now "calling"; a suggestion that 
guidance through the fog is available. It recalls the dove, 
a symbol of the Holy Spirit and suggests that the guidance 
is spiritual. The images of sea and of voyaging become 
joyful ones and will reappear in Four Quartets. 
Our examination has demonstrated that Eliot has managed 
to remain fairly constant to his formulations on the subject 
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of -belief and poetry. He has continued to incorporate into 
his poetic practice his -Drincil)le of the "historical sense". 
Thus he continues to turn to literary tradition, chiefly to 
Dante, the Liturgy, the Bible, and The Book of Common I 
for- both his subject matter and his treatment of it. In his 
use of the Bible as a literary model, Eliot is employing a 
method endorsed by Coleridge who regarded it as both myth 
and history. In Coleridge's view the Bible 
... gives -birth to a system of symbols, harmonious in themselves, and 
consubstantial with the truths, of which 
they are the conductors.... Hence, by 
a derivative, indeed, but not a divided, 
influence, and though in a secondary yet 
in more than a metaphorical sense, the 
Sacred Book is worthily entitled the 
WORD OF GOD.... In the Scriptures 
therefore both Facts and Persons must of 
necessity have a two-fold significance, 
a past and a future, a temporary and a 
perpetual, a particular and a universal 
application. They must be at once 
Portraits and Ideals. 20 
But of course, it was not only Coleridge who saw the Bible 
as a literary model; Shakespeare, the seventeenth-century 
metaphysical poets, and Milton all made use of biblical 
stories and images. 
As a poet who has just traversed the waste land, Eliot 
uses Dante's work as a model upon which to pattern his own 
"Vita Nuova". Similarly, the joyful recognition scene from 
Shakespeare can become the model for the expression of the 
joy of new found faith. By his "historical sense", his 
recourse to literary tradition, the poet provides the 
Iluniversals" required to apprehend the -poems as organic 
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wholes without necessitating the reader's belief or 
disbelief. The reader becomes increasingly aware of the 
poet's conviction of the beliefs he expresses in the 
personal experiences he describes, whether the dejection 
and despair of "The Hollow Men", or the exultation of new 
found faith in "Marina". Thus the poet calls upon the 
reader to suspend both belief and disbelief and instead to 
contemplate the themes elaborated in the poems. In his own 
words: 
You are not called upon to believe what 
[he] believed, for your belief will not 
give you a groat Is worth more of 
understanding and appreciation; but you 
are called upo more and more to 
understand it. 1 
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CHAPTER V 
POETRY AS EXPLORATION : FOUR QUARTETS 
"". a sense of the timeless as well as 
of the temporal and of the timeless and 
of the temporal together .... 
1 
One of the consequences, as it seems 
to me, of our failure to grasp the 
proper relation of the Eternal and the 
Transient, is our over-estimation of 
the importance of our own time. 2 
The first of Four artets, "Burnt Norton", was 
composed in 1935. It comes after Murder in the Cathedral, 
a play which explores an explicitly Christian theme and by 
taking it "out of time",, defines its implications for 
contemporary man. By now Eliot's poetics had evolved through 
three stages. The first two decades of his critical career 
may be described as the embryonic, pure aesthetic stage. It 
is characterized by a strong anti-Romantic stance and an 
"Impersonal" theory of poetry. The middle stage involves an 
acceptance, however tenuous, of the expression of personal 
emotion and belief in poetry. In the final stage, he asserts, 
among other things, that poetry by its very nature, is 
exploratory and allusive, an attempt to express the 
"inexpressible", a "raid on the inarticulate". These three 
stages form a continuous development. They establish the 
dynamic nature of Eliot Is poetics and link them closely to 
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his poetic practice. 
The shift in Eliot's poetics towards a poetry of 
exploration began in the 1930s and by the 1940s and 1950s he 
supported poetry which sought to explore human consciousness, 
the unknown, the "inexpressible", believing that poetry 
should explore "the subtleties of thought and feeling" and 
that "there is a poetry which represents an attempt to 
extend the confines of the human consciousness and to report 
of things unknown, to express the inexpressible". 
3 Eliot's 
concern with the expression of "the inexpressible" also 
reflects a concern with his craft, with trying to express in 
words what is almost or indeed quite beyond expression 
because of the limitations of words. It is a concern with 
meaning, with language, and with states of mind that are not 
simply a matter of logic or pure emotion. It involves a 
rejection of the old logical empiricism which he had once 
accepted from I. A. Richards. He recognizes that both 
poetry and poetic drama utilize a form of language which 
pushes out the frontiers of meaning and explores areas of 
experience which hitherto had eluded expression in words. 
In "The Music of Poetry" (1942) he admits to ambiguity in 
poetry and states that poetry may be related to mystical 
experience, that it is possible "that the poem means more, 
not less, than ordinary speech can communicate". 
4 The 
difficulty with language as a means of communicating 
mystical experience is related to Eliot's theory of poetry 
as exploration and may be aDplied to Four quartets. In The 
Use of Poetry and the Use of Criticism he states: 
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... mystical illumination ... is a 
vision which may be accompanied by the 
realisation that you will never be 
able to communicate it to anyone else, 
or even by the realisation that when 
it is past you will not -be able to 
recall it to yourself .... 5 
Eliot relates his theory of poetry as exploration to 
both poetry and drama, and in his poetics the two genres are 
closely linked: 
00. beyond the nameable, classifiable 
emotions and motives of our conscious 
life ... there is a fringe of indefinite extent, of feeling which we 
can only detect, so to s-Peak, out of 
the corner of the eye and can never 
completely focus; of feeling of which 
we are only aware in a kind of 
temporary detachment from action.... 
This peculiar range of sensibility can 
be expressed by dramatic poetry, at 
its moments of greatest intensity. 6 
In The Use of Poetry and the Use of Criticism Eliot also 
says that poetry "may make us from time to time a little 
more aware of the deeper, unnamed feelings which form the 
substratum of our being, to which we rarely penetrate". 
7 
His concern is not only with the rendering of the visible, 
tangible world, but with the exploration of the spiritual 
and intangible and with the expression of human anguish. 
He describes part of the poet's interest as "never ... the 
visible world at all ... but ... the ceaseless question and 
answer of the tortured mind "08 The shift in Eliot's 
position is also clearly indicated in his later remarks on 
Dante. In "Dante" (1929) he regards Dante's work as 
profound and comprehensive. He describes Dante as a poet of 
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great "visual imagination" because of the clarity and 
precision of the imagery which, with the allegorical 
framework, presentsa comT)osite and unsurpassed vision of 
the human soul. In "A Talk on Dante" (1950) Eliot states 
his new position, citing The Divine as 
*". a constant reminder to the poet, 
of the obligation to explore, to find 
words for the inarticulate, to ca7, -)ture 
those feelings which people can hardly 
even feel, because they have no words 
for them; and at the same time, a 
reminder that the explorer beyond the 
frontiers of ordinary consciousness 
will only be able to return and report 
to his fellow-citizens, if he has all 
the time a firm grasp upon the realities 
with which they are already acquainted. 9 
In distinguishing between -poetry which describes the 
material world and that which explores "the indefinite 
borders of consciousness", Eliot is distinguishing between 
intellect and sensibility. It might be thought that 
intellect characterizes poetry which describes the known 
world and sensibility that which explores the unknown. But 
this is an artificial division. Intellect and sensibility 
are both aspects of experience and complement each other; 
both are essential aspects of the unity of sensibility which 
Eliot prescribes for the poet. For while the poet is 
certain17 not a philosopher in the sense of -being a logician, u 
his thought is deep and so is his emotion, and both may be 
aspects of one state of mind. 
In 1919 Eliot declared that the poet 
". must be aware that the mind of Europe ... is a mind which changes, and.. 
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this change is a development which 
abandons nothing en route, which does 
not superannuate .... iu 
This description fits the development of his own mind and 
is seen in his statements about poetry. His theory of 
poetry as exploration does not abandon earlier theories; it 
is rather a revaluation of his experience and of his poetic 
practice. His dictum that the poet should be able to return 
and report to his fellowmen "if he has all the time a firm 
grasp upon the realities with which they are already 
acquainted", relates to the first stage of his poetics and 
to the need for poetry to be grounded in clear, definite, 
concrete language. The need to explore beyond the 
"frontiers of ordinary consciousness" derives from the 
second stage of his poetics. -His recognition that there may 
be no adequate words for these "inexpressible" experiences 
bears witness to his overall concern with his medium, a 
concern which continues throughout the three phases of his 
poetics. The theory of poetry as exploration is therefore 
a comprehensive one which Eliot obviously arrived at through 
a process of constant revaluation. It also confirms the 
autobiographical nature of his poetry which his earlier 
poetics had tended to conceal. The formulation of this 
theory corresponds more or less to the period of the 
composition of Four quartets where experience is constantly 
being revalued as "every moment is a new and shocking / 
Valuation of all we have 'been". It is also relevant, as we 
shall see, to the composition of his poetic drama. 
Eliot's theory of -poetry as exploration may be applied 
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to both the form and content of Four Quartets. The main 
themes of his poetry up to the composition of "Marina" in 
1930 are time and temporal experience; love, both human and 
divine; religion, both Eastern and Christian; culture and 
history and their relevance to the present; and art, 
especially the poet's own endeavour. The poems up to 1930 
focus on these themes but tend to treat them separately, 
whereas in Four Quartets they are inextricably interwoven. 
Although each Quartet may have one main theme, it also has 
minor ones and the poet explores and revalues these themes 
and weaves them together. 
Four Quartets explores experience and tries to see how 
meaning may be perceived in it. It does this by considering 
the possibility of transcending temporal experience, of 
reaching a condition of stillness and silence, a state of 
beatitude, however brief and rare this may be. There are 
echoes of Buddhism, and Hinduism as well as of the 
philosophies of Heraclitus, Plato, neo-Platonism, Aristotle, 
Bergson, Royceand Bradley in the poem. While Coleridge 
claims in Biographia Literaria that "No man was ever yet a 
great poet, without being at the same time a profound 
philosopher", Eliot denies that the poet can be a 
philosopher at the same time that he is a poet, since "the 
effort of the philosopher proper, the man who is trying to 
deal with ideas in themselves, and the effort of the poet, 
who may be trying to realize ideas, cannot be carried on at 
the same time It . 
11 However, one of the main philosophic 
influences on Eliot's poetics and his poetry is that of 
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F. H. Bradley, whose Appearance and Real was the subject 
of Eliot's doctoral thesis. The influence of Bradley's 
philosophy and also Bradley's prose style is manifested in 
particular in Eliot's early prose. In "Francis Herbert 
Bradley" (1927) he lauds Bradley's "great gift of style" 
and its "perfection ... for it is perfectly welded with the 
12 
matter" . Another important philosophic inf luence was 
Henri Bergson. We are not concerned here with philosophy, 
but it is important to recognize that Eliot was trained in 
this discipline, and that this is manifested in his poetry. 
Nancy Gish states in Time in the Poetry of T. S. Eliot: A 
Study in Structure and Theme that "poetry cannot escape 
ideas ... Eliot, even when least overtly presenting any 
idea, based his poetic form and content on philosophic 
concepts". 
13 This assertion should be qualified by the fact 
that it is evident that like that of Saint Augustine, Eliot's 
interest in philosophy was linked to his search for truth, 
and once he accepted Christianity this interest was no longer 
of primary importance. As a discipline, philosophy helped 
him to order his experiences, and continued to do so to the 
end, although he did not think that philosophy could finally 
give one the truth. Hugh Kenner suggests that Eliot's study 
of philosophy, particularly Bradley's, "solved his critical 
problem .... 
a freed him from the Laforguian posture of 
the ironist with his back to a wall .... A view of the past, 
a view of himself and other persons, a view of the nature of 
what we call statement and communication; these delivered 
Eliot from what mi&it have been, after a brilliant beginning, 
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a cul-de-sac and silence . 11 
14 A. D. Moody adequately 
summarizes the contribution of philosophy to Eliot's total 
aesthetic and poetic development: 
... philosophy ... trained him to be the detached critic of his own 
sensuous and emotional life. As such 
it contributed to his development as a 
poet, first by confirming the primary 
value of immediate experience, and 
then by enabling him to be its 
conscious master. If it contributed 
most directly to the formation of his 
prose style, the instrument of his 
literary and social criticism, it 
contributed most deeply to the 
development of his powers towards their 
full expression in Four Quartets, a 
philosophical poem in which the 
philosophy serves only to order 
experience. 15 
My own disagreement with Moody is over his labelling of 
Four Quartets as philosophical. For, while it reflects on 
various philosophies, the poem does not elaborate any 
philosophical theory. It is not written from a 
philosophical perspective, but from a Christian one. This 
does not mean that the poem is dogmatic; it is exploratory. 
The speculative and exploratory tone of the poem is 
established in both epigraphs and in the opening lines of 
"Burnt Norton" where the poet explores "a ... possibility 
... in a world of speculation". This is maintained to the 
final lines of "Little Gidding", when having explored many 
possibilities and approaches to meaning and arrived at many 
tentative resolutions only to find them new points of 
departure into fresh speculations, he concludes, 
We shall not cease from exiDloration 
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And the end of all our exploring 
Will be to arrive where we started 
And know the place for the first time. 
The structure of Four Quartets points to its exploratory 
nature. The overall structure of four poems, each in five 
parts, is an intricate formal organization in which the 
relation of any one part to its counterpart in the other 
three poems, also suggests exploration. The structural 
relationships become part of the pattern and of the meaning. 
Each exploration of a theme leads to a partial resolution 
which introduces a new beginning, another "raid on the 
inarticulate". This explains the abstract and complicated 
nature of the work as well as the constant shifts from the 
contemplative to the discursive and from the highly personal 
to the general. Eliot's attempt to establish a poetic form 
analogous to music is, of course, central to this 
exploration. 
Four (. ýuartets begins with two untranslated epigraphs 
from Heraclitus. The first suggests the futility of 
personal wisdom unless it is part of a wider, more 
comprehensive absolute wisdom or Logos. The second suggests 
that for the seeker after illumination both the "way up" and 
the "way down" lead to the same end. The epigraphs also 
connect wisdom with humility, with the abandonment of the 
individual ego, a concern which leads the poet in "East 
Coker" II to conclude: "The only wisdom we can hope to 
acquire / Is the wisdom of humility: humility is endless". 
The poem reflects Eliot's preoccupation with time and 
with how time may be redeemed. His concern witi-- time is not 
t 
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purely philosophical but draws on various philosophies, 
while remaining primarily religious. He is trying to 
perceive how time may be conquered or redeemed so that man's 
experience can become meaningful, so that man may be saved 
from his own ego and from the flux of earthly experience. 
In much of Eliot's early poetry, time is depicted as a 
flux from which there seems no escape. While Four Quartets 
accepts this temporality it is more concerned with the 
presence of the Word or Logos in the midst of this flux. It 
takes further the notion in "Ash Wednesday" that in sl-: )ite of 
man's temporality and lack of response, the Word remains 
"the Word within / The world and for the world". The Word 
is the "still point"which gives meaning to all that other- 
wise would be shifting and changing. In this context the 
first Heraclitan epigraph assumes an explicitly Christian 
meaning. The Logos, the Word, is identified with the 
Incarnation which Eliot holds to be true f or all men in all 
ages, although as he acknowledges in "Ash Wednesday", some 
deny this, "spitting from the mouth the withered apple-seed" 
and living in "centres of their own". The Incarnation as 
that which redeems time is the donnee of Four Quartets. Its 
truth is recognized not by empirical verification or 
learning, but by humility, faith, belief, and prayer. This 
is expressed in "Little Gidding": 
You are not here to verify, 
Instruct yourself, or inform curiosity 
or carry report. You are here to kneel 
Where prayer has been valid. 
In contrast to Heraclitus's notion of an endless fire, Eliot 
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describes the purgatorial fire of God's grace as something 
which makes suffering part of a meaningful pattern of 
redemption through love: 
Who then devised this torment? Love. 
Love is the unfamiliar Name 
Behind the hands that wove 
The intolerable shirt of flame 
Which human power cannot remove. 
We only live, only suspire 
Consumed by either fire or fire. 
Eliot sees the eternal as a creative, sustaining force 
within the manifold of experience. The temporal is reality 
of a lower kind; the eternal and timeless being is the 
ultimate reality. "Burnt Norton"s speculative opening 
explores both Augustine's and the neo-Platonic concept of 
time. It sets the meditative and exploratory tone of the 
whole poem. If all time is "eternally present" it cannot 
be redeemed, but over against this is the notion of a 
timeless reality which pervades the here and now but which 
only few perceive at moments of intense awareness. One such 
moment in Four quartets is experienced in the rose garden, 
of which the hyacinth garden is a type. This seems to be a 
kind of mystical experience, a moment of spiritual 
illumination in which the temporal is perceived in relation 
to the total pattern of the eternal and unchanging. Perhaps 
it was the attempt to recapture this experience which led 
Eliot, according to Lyndall Gordon, to the writing of 
"Silence" in 1910.16 Certainly, the experiences are similar 
and emphasize Eliot's continuous quest for transcendence. 
The rose has been used in Eliot's work to symbolize, among 
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other things, the Paradiso, the ultimate reality associated 
with Christ. In addition to being a Christian symbol, the 
rose also symbolizes those rare moments in which the eternal 
is perceived "out of time". The experience in the rose 
garden is one of plenitude, characterized by paradox and 
1i ght: 
Dry the pool, dry concrete, brown edged, 
And the pool was filled with water out of 
sunlight, ... The surface glittered out of heart of light[. j 
This recalls and is an intensified, more explicit form of 
the hyacinth garden experience. 
temporal state cannot endure. 
It is one which man in a 
The Bible relates it both to 
Eden and to the experiences of Moses and Joshua, the 
conversion of Saint Paul, as well as John's vision of the 
apocalypse, where light becomes unbearable. The bird's 
admonition, "Go, go, go, .*. human kind / Cannot bear very 
much reality" also recalls the expulsion from Eden, where 
man, having sinned and been condemned to mortality cannot 
bear the reality of God or the perfection of prelapsarian 
Eden. 
Bradley's philosophy of the Absolute seems to be the 
basis for the meditation in the second movement of "Burnt 
Norton". Everything is seen as f itting into a -pattern of 
reconciliation. But as he does with Bergson and Heraclitus, 
Eliot gives it a Christian dimension: 
At the still point of the turning world. Neither 
flesh nor fleshless; 
Neither from nor towards; at the still point, 
151 
there the dance is , But neither arrest nor movement. And do not 
call it fixity, 
Where past and future are gathered. Neither 
movement from nor towards, 
Neither ascent nor decline. Except for the 
point, the still point, 
There would -be no dance, and there is only the 
dance. 
As one reads further into Four quartets_, it becomes 
increasingly evident that Eliot equates this "still point" 
with the reality of the Christian God, who is the prime 
cause of both movement and of tem-poral life. God is not 
movement, but is the source of all movement. The flux of 
time exists, but without the timelessness of God there would 
be no temporal reality. 
The mystical moment of illumination provides release 
from temporal concern as well as resolution through grace. 
However, this experience cannot be totally described. His 
attempt to express the "inexpressible" is the very essence 
of Eliot's concept of poetry as exploration: "I can only say, 
there we have been: but I cannot say where. / And I cannot 
say, how long, for that is to place it in time. " The poet at 
this stage implies that we must accept temporal experience 
and use it as the starting point of our exploration into the 
timeless, and also perceive it in relation to this. For, 
paradoxically, time can only be transcended through the 
perception of the timeless in a moment of time: 
To be conscious is not to be in time 
But only in time can the moment in the rose- 
garden ... 
Be remembered; involved with past and future. 
Only through time time is conquered. 
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In contrast to the opening description of the 
"distraction", emptiness, and futility of the "twittering 
world" , the third movement of "Burnt Norton" explores the 
possibility of transcending the temporal. It contemplates 
the "way down" - that of descending into the "dark night" 
of the soul. It involves 
Internal darkness, deprivation 
And destitution of all property, 
Desiccation of the world of sense, 
Evacuation of the world of fancy, 
Inoperancy of the world of spirit 
However, at this stage, there is no definite acceptance of 
this as the only solution. It is an exploration of the 
traditional teachings of both Heraclitus and St. John of the 
Cross and is recognized as one possible way of achieving 
spiritual illumination. In contrast to the darkness of the 
world as described in tte third movement, the fourth is a 
lyrical evocation of light. The statement that "the light 
is still / At the still point of the turning world" is a 
reaffirmation of the continued presence of God in the world. 
Eliot's distinction between the timeless and the 
temporal finds a parallel in his distinction between the 
Word and words in the final movement of "Burnt Norton" . 
Words are difficult to control with precision and inadequate 
for formulating the truth, yet they can still express the 
truth that God is the ground of our being and the prime 
cause of events. There is a similarity here to the concept 
of Christ as the alpha and omega of all existence, uniting 
all time - past, present, and future. The end of "Burnt 
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Norton" recalls the rose garden with its affirmation of the 
intuited moment, a glimpse of the eternal which gives 
meaning to the temporal. Without this all time would be 
unredeemed, empty, and a "Ridiculous ... waste sad time". 
In "East Coker" the meaning of time and experience is 
explored through history; the past as it influences the 
present. There is no sense of temporal progress. The 
dance of the peasants is a dance in time, an aspect of the 
temporal pattern of succession, unlike the dance at the 
"still point", the eternal, the unchanging, towards which 
all the Quartets move. The promise of fulfilment which the 
dancing and sacrament of marriage suggest ends in "Dung and 
death". Temporal and human love is futile, in contrast to 
the assurance of the transcendent love experienced, if only 
imperfectly, at the "still point". 
The meaning of history forms the basis of the 
exploration in "East Coker" II. The discursive section 
makes the poet's frustration and disillusionment explicit: 
age has brought him neither wisdom nor serenity. Temporal 
experience can provide no illumination. While the dance at 
the "still point" in "Burnt Norton" is meaningful, the dance 
in the corresponding section of "East Coker" is futile. All 
culminates in destruction and decay: "The houses are all 
gone under the sea. / The dancers are all gone under the 
hill. " There seems to be no continuity, no link between 
past and present. 
The third section focuses on the central image of 
darkness and of obliterating everything from the mind except 
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faith. There are two kinds of darkness; there is the 
darkness of physical death, but also the positive vivifying 
darkness of God: "I said to my soul, be still, and let the 
dark come upon you / Which shall be the darkness of God. " 
This can result in a sudden illumination, indicated by the 
images of light which are taken from the theatre and tube 
station. The positive factor of faith may be related to the 
Christian doctrine of justification by faith. The soul needs 
to wait without hope, and without love, even in ignorance of 
God, for faith is all that is needed: "there is yet faith / 
But the faith and the love and the hope are all in the 
waiting". Faith paradoxically transforms the negatives 
associated with waiting into the positives effected by 
grace: 
So the darkness shall be the light, and the 
stillness the dancing. 
Whisper of running streams and winter lightning.... 
The laughter in the garden, echoed ecstasy 
Not lost, but requiring, pointing to the agony 
Of death and birth. 
The imagery is similar to that of "Burnt Norton" , but its 
meaning is different. Instead of distinguishing the moment 
of illumination from the "waste sad time", it opens the 
possibility of meaningful life in such a time, through the 
Negative Way, described by St. John of the Cross. "Burnt 
Norton" focuses on the meaning of the timeless moment, "East 
Coker" suggests the need for renunciation if one is to 
transcend the futility of earthly existence. It is only 
through the acceptance of a number of negatives that 
positive illumination may be achieved. This involves 
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suffering, material dispossession, and the agony of 
spiritual death and birthýf or 
You must go by a way wherein there is no 
ecstasy .... You must go by the way of dispossession.... 
And what you own is what you do not own 
And where you are is where you are not. 
"East Coker" IV explores the metaphor of the world as 
a hospital of sick and dying people, full of sin and 
disease, and with God as its healer. There is a biblical 
basis for this metaphor as the New Testament portrays Christ 
as both healer and physician. Eliot's poem here lacks the 
intensity of symbol and meaning, and the sophistication of 
style which characterizes much of the rest of Four 
Q, uartets, and the passage is somewhat didactic. However, 
this style may be the product of Eliot's theory of poetry 
as exploration. By grounding the theme in ordinary, 
universally understood referents, he can explore what for 
him turns out to be the central meaning, that it is only 
the presence of Christ in human affairs which gives 
meaning to temporal experience. Sin is behovely in a world 
where time and progress are meaningless unless time is used 
for purgation and submission to the healer's will and art. 
The bankruptcy of history and progress becomes a 
personal theme through the poet's sense of failure and 
inability to express his meaning in poetry. This is his 
preoccupation in the final movement of "East Coker". The 
ideal pattern of words at which the poet aims cannot yet be 
achieved. Words are constantly changing and "every attempt / 
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Is a wholly new start, and a different kind of failure". 
The poet's struggle with words is part of the futility 
inherent in temporal experience. "East Coker" does not 
deny the possibility of attaining the "still point"; it 
reaffirms this possibility while accepting the difficulty 
of such an attainment and the limitation of the "human 
condition": "For us, there is only the trying. The rest is 
not our business. " It reaffirms also that we must still 
make efforts to attain the almost unattainable, expressed 
in the paradox of stillness and movement: 
We must be still and still moving 
Into another intensity 
For a further union, a deeper communion 
Through the dark cold and the empty desolation Eg 
This section suggests another kind of meaning to be sought 
in human history; neither the meaningless waste before and 
after the moment of illumination, nor a mere illusion of 
progress. As in "Burnt Norton", love is what gives it this 
meaning. t 
Not the intense moment 
Isolated, with no before and after, 
But a lifetime burning in every moment 
Love also demands, as Christ tells us in St. Matthew 6.25- 
32, an abandonment of temporal preoccupations. Eliot 
echoes this in the lines, "Love is most nearly itself / When 
here and now cease to matter". 
"Burnt Norton" and "East Coker" present only partial 
resolutions to the poet's contemplation of the meaning of 
existence. All value and meaning are attributed to the 
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timeless moment. Both are tentative and provide only 
stages, or parts of a larger design. They are 
generalizations from the poet's exploration of personal 
experiences. The pattern is a succession of hypotheses 
examined, and the conclusions reached give rise to new 
hypotheses. This is the dynamic nature of Four Quartets. 
For example, at this stage of the series, the Negative 
Way of renunciation seems the only way to transcend time. 
However, later in "Little Gidding", the poet recognizes 
the Affirmative Way as an equally valid one. 
"The Dry Salvages" emphasizes the flux of time as an 
inescapable burden for the average person; only the 
saints are excepted. The poem explores the possibility 
of escaping this burden of temporality. The river 
symbolizes time and history, and the sea symbolizes 
eternity which swallows up both. The poem is less of an 
affirmation and attainment, and more of a resignation to 
what seems a compensation for tt-le ordinary person who 
cannot be a saint. Saints may reach a permanent awareness 
of eternity, but for the ordinary person there are only 
rare glimpses and the hope of achieving freedom through 
right action. 
The rhythm of the second movement echoes the motion 
of the sea as well as the mood of futility which began 
the poem. It explores the notion that if time is merely 
endless creation and destruction, then there seems no 
final purpose in it. It becomes a hopeless, endless, 
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meaningless repetition, something conveyed by the long 
feminine rhymes. If this is so, then the anguished voice 
of the poet asks, where is an end to it and what meaning 
has it? The answer is that there is no end to it except 
in the "hardly, barely prayable / Prayer of the one 
Annunciation". Thus the Annunciation which anticipates 
the Incarnation, uniting time and eternity, is set 
against this endless futility. Time can therefore be 
perceived as not totally meaningless. Although the poet 
suffers from a tedium vitae, he recognizes meaning in 
another pattern; not that of modern theories of 
evolution which see time as linear progression, but that 
indicated by moments of spiritual illumination. This 
idea is enlarged on in "Little Gidding" - 
In considering conduct as a means of redeeming the 
time, the poet contemplates Krishna's counsel to Arjuna 
regarding right action. Eliot admonishes the voyager 
through time to "Fare forward" in the midst of what may 
be agony, destruction, constant change, and death. For 
time may be conquered through right action and an 
acceptance of"the human condition" with its constant change. 
The lyrical f ourth movement examines the implications 
of the three preceding movements. It is appropriate that 
after the identification of the "barely prayable ... one 
Annunciation" as the only hope, this section should be a 
prayer. The prayer, which is a parallel to that in "Ash 
Wednesday", intercedes for those on the destructive sea of 
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time, voyaging towards death, and for those whose 
spiritual state prevents their hearing the angelus, the 
symbol of the Annunciation. 
In the final section of "The Dry Salvages" the poet 
denounces men's efforts to control and predict time, an 
activity which only makes them more time-bound: "Men's 
curiosity searches past and future / And clings to that 
dimension. " In contrast to this is the apprehension of 
"The point of intersection of the timeless / With time". 
This is the occupation of saints, and not only an 
occupation, but a vocation, "something given / And taken, 
in a lifetime's death in love". Not all who seek this are, 
or can be saints, and for these there is right action, 
prayer, discipline, and thought which may yield the 
momentary glimpse of the transcendent pattern: 
For most of us, there is only the unattended 
Moment, the moment in and out of time ... 
... These are only hints and guesses, Hints followed by guesses; and the rest 
Is prayer, observance, discipline, thought and 
action. 
The hint half guessed, the gift half understood, 
is Incarnation. 
The Christian implications of Incarnation are spelt out by 
the poet so that the "one Annunciation" and Incarnation 
combine in "The Dry Salvages" to point to the way in which 
time may be transcended and physical death may have 
significance: 
Here the impossible union 
of spheres of existence is actual, 
Here the past and future 
Are conquered, and reconciled ... 
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oeo And right action is freedom From past and future also .... We, content at last 
If our temporal reversion nourish 
(Not too far from the yew-tree) 
The life of significant soil. 
The first three Quartets thus explore the contrast 
between time and eternity, but none reaches a resolution 
of the opposition between the two. This is left to "Little 
Gidding". While all the poems have a particularity of 
place and "East Coker" with its associations with Eliot's 
forbears has a preoccupation of time as history, "Little 
Gidding" is concerned with history in a larger sense. 
Written in war time, it reflects on the Civil War in 
England and the great historical events of that time. It 
starts with the place where Nicholas Ferrar founded his 
religious community, where at a particular point in English 
history prayer was made "valid". The poem begins by 
asserting eternity within time, and does so with great 
assurance and conviction: "Midwinter spring is its own 
season / Sempiternal though sodden towards sundown". 
Nature is here united with the supernatural and the 
experience described is a spiritual one. The diction and 
imagery suggest the inexplicable nature of the experience. 
The poet seems more detached, yet more assured, defining 
and explaining the conclusions of the explorations. There 
is a sense of spiritual fulfilment in the opening passage, 
a sense of wholeness, calm, and peace arising from the 
reconciliation of opposites epitomized in the images of 
"midwinter spring", "windless cold"/ "heart Is heat", and 
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"frost"/'fire". The spiritual implication of "midwinter 
spring" is made explicit as the "soul's sap quivers", 
suggesting spiritual blossoming, fulfilment, a greater 
union of mind and soul. The experience is one of the 
"unimaginable / Zero summer", a certainty that "This is the 
spring time / But not in time's covenant". There is an 
affirmation of life which is the result of belief in the 
"one Annunciation" and Incarnation as the keys to 
understanding time. 
"Little Gidding" represents a resolution to the problems 
which the first three Quartets explore. This is the result 
not only of thought and the exploration of the themes of the 
earlier poems, but of personal belief. Time holds no 
anguish or dread for the poet has perceived the meaning of 
time and experience that lies outside of "time's covenant". 
The opening image of ice holds a literal and a figurative 
significance; the sun's flame on ice corresponds to the 
flame of the Holy Spirit on the "dumb spirit". The sun in 
midwinter is analogous to "pentecostal fire / In the dark 
time of the year". As in "Gerontion" and "Burnt Norton" , 
Eliot uses the natural to express the supernatural. 
Spiritual regeneration during the "dead" season of the year 
is reflected in the "blossom / Of snow ... neither budding 
nor fading", suggesting a timelessness and beauty akin to 
God's grace. 
"Little Gidding" is characterized by a sense of grace 
which illuminates experience. The first section is 
concerned not only with spiritual experience which transcends 
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time, but also with the historical human community. The 
evocation of Little Gidding links both themes, for the 
community there was a product of the spiritual beliefs 
which united its members. The description of the 
pilgrimage to Little Gidding involves a number of themes 
which are in marked contrast to those of the previous poems. 
The experience of coming to Little Gidding is the same, 
regardless of one's origin or the time of coming, and is 
available to all. It is analogous to the Christian pattern 
of grace and salvation. The experience is firmly grounded 
in England and the poet stresses the importance of the 
meaning on a temporal and communal level - it is "Now and 
in England". The purpose of the visit is to pray in a 
place hallowed by the prayers of others, and the power of 
prayer which the poem affirms as eternal, also exists in 
time and place: 
0 .. the communication 
Of the dead is tongued with fire beyond the 
language of the living. 
Here, the intersection of the timeless moment 
Is England and nowhere. Never and always. 
The communication of the dead and living connects past and 
present and unites time and eternity. This provides a 
partial resolution of the speculative opening of "Burnt 
Norton". The intersection of time and eternity is 
constantly present and accessible and so is not cut off 
from temporal human activity. 
The validity of the "Communication / Of the dead" is 
demonstrated in "Little Gidding" II. The identity o-f' the 
163 
"familiar compound ghost" has been the subject of some 
speculation. It is generally thought to be Yeats whom the 
young Eliot had met. Yeats thought that his imagination 
could be a mode of salvation, but in the end he found this 
an illusion and was left with only rage and lust. For 
Eliot, the imagination is not a ladder to reach heaven, but 
God comes down, through Incarnation, to meet man. The dead 
poet communicates how the living poet may achieve eternal 
life. He may do so through submission to "that refining 
fire" where one must move "like a dancer". 
The setting is London during the "blitz" and the 
bombing plane becomes a dove, the image of the Holy Spirit 
and so this moment. too, is a timeless one, betokening union 
and concord, though of a different kind from that depicted 
by the dancing couples in "East Coker". The two poets 
meet "In concord at this intersection time / Of meeting 
nowhere, no before and after". The dead poet's message is 
not only about time, life, and death, but also about the 
poet's "wrestle / With words" and the vocation of poetry. 
As the dead poet describes it, human life is a constant 
movement "From wrong to wrong", but his appearance affirms 
that there is an alternative, an escape from this process. 
The poets are united in their concern for speech, which 
serves not only immediate communication, but also links past 
and future. Speech, like the poet's soul, can only be 
"restored" and can only transcend time if perceived in 
relation to a greater reality. Thus this meeting provides 
a new meaning for time and links the redemption of time to 
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the refining fire which restores and which has been the 
poet's quest since The Waste Land. 
"Little Giddiný'is concerned with demonstrating unity 
in experience. The third movement suggests that both the 
ways of attachment and detachment, the "way up" and the 
"way down", are equally valid. The "human condition" is 
also seen in a new light; instead of the previous 
dichotomy between temporal futility and sainthood, there 
may be meaning in both acceptance and renunciation. The 
mystic experience which characterizes the third section of 
the previous poems no longer demands the Negative Way. The 
words of Juliana of Norwich are affirmative, for she 
affirmed God's presence in what seemed a bewildering world. 
Moreover, for the poet, and indeed for all those who accept 
the meaning of the "still point" and Incarnation, all 
experience becomes meaningful. Christ's death is the 
11symbol perfected in death" from which new life proceeds. 
The poet declares that "all shall be well" because time, 
history, and experience are now perceived as part of a 
meaningful pattern. Death holds no terrors; instead it 
completes the pattern. 
The lyrical fourth movement of "Little Gidding" is the 
most powerfully assertive of the corresponding movements 
and demonstrates Eliot's masterful use of imagery to point 
to something positive and redemptive. The "dove" with the 
flickering tongue may refer to the German aeroplanes which 
bombed London as Eliot walked his patrol as an air-raid 
warden, but it also represents God's love. It is the agent 
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of grace and salvation although paradoxically it is also 
the fire of purgatory. As the "one discharge from sin and 
error" this fire of love makes the theme of restoration and 
redemption an experience in time, remaining in and f or the 
world, not merely an isolated, transcendent moment. 
The final movement is in the first part exploratory, 
and in the second, evocative and explicitly Christian. 
The movement opens with a consideration of language and an 
affirmation of a single pattern into which it fits. In 
"Burnt Norton" words are seen as part of a pattern of 
transcendent perfection, involving a co-existence of end 
and beginning. Although similar, here the emphasis is more 
on the right place for each word, as part of the pattern, 
and the contribution of each part to the whole. The dance 
of words is analogous to the dance at the "still point". 
The movement also establishes a relation between the 
temporal and the timeless, and includes history in this: 
The moment of the rose and the moment of the 
yew-tree 
Are of equal duration. A people without 
history 
Is not redeemed from time, for history is a 
pattern 
Of timeless moments. 
The re-experiencing of the moment in the garden provides a 
new meaning and a new understanding that the moment is both 
temporal and eternal. The sudden and brief illumination in 
the rose garden is, like the moment symbolized by the yew, 
eternal, yet its presence in time is what gives significant 
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meaning to all history and human experience. The "drawing 
of this Love and the Voice of this Calling" suggests that 
for the poet, the exploration has led to a reaffirmation of 
the love of God. The "Calling" may be equated with the 
goal of Eliot's quest in his poetry. It is a calling to 
follow God. With this new understanding, love, and 
calling, the poet can conclude that "We shall not cease 
from exploration". For the Christian experience involves 
a continual search, even though the goal of the quest is 
already known, for there is a continual rediscovery of 
"that which was the beginning": 
... the end of all our exploring Will be to arrive where we started 
And know the place for the first time. 
For one needs constantly to search for the meaning which 
is there for those who take the trouble to discover it. It 
is "Not known,, because not looked for / But heard, half- 
heard, in the stillness". This reassurance leads the poet 
to an affirmation and the celebration of a total pattern 
in which the natural order, as symbolized by the rose, is 
redeemed by grace, symbolized by God's cleansing fire, his 
mercy, and his grace. These Christian symbols are also the 
fire of purgatory and the rose of paradise, and so in union 
they suggest apocalypse: 
All shall be well and 
All manner of thing shall be well 
When the tongues of flame are in-folded 
Into the crowned knot of f ire 
And the f ire and the rose are one. 
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There is thus in "Little Gidding" an evocation of the 
perfect union in which opposites are reconciled; both the 
fire and the rose move from their natural context to a 
spiritual and supernatural one. For the rose symbolizes 
the apotheosis of the natural order in Christ who was man 
and who raised mankind to God. The whole natural order is 
restored and redeemed by grace. The fire is God's 
judgment, but also his mercy and grace which purge and 
redeem so that in the end man can re-enter paradise and 
"know the place for the first time". 
As indicated in Chapter IV, Eliot's desire is for a 
poetry that is "unconsciously rather than deliberately 
Christian". This is linked to his theory of poetry as 
exploration. As "Ash Wednesday" and "Marina" may be said to 
be consciously Christian poems, Four artets is also 
Christian, although other influences and philosophies are 
interwoven into its fabric. One important influence is 
that of Buddhism. Eliot at one stage considered becoming a 
Buddhist and he was also interested in Hinduism. He was 
influenced by the Bhagavad Gita, a work which has much in 
common with the New Testament and he states it was "the 
next greatest philosophical poem to the Divine Comedy 
within my experience". 
17 He also states that "I am not a 
Buddhist, but some of the early Buddhist scriptures affect 
18 
me as parts of the Old Testament do" . Eastern and 
Western religions share some common elements. For example, 
both attempt to define the ultimate reality and have a 
concept of God as well as doctrines of man's relation to 
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God. Both encourage meditation and asceticism, and both 
advocate humility. The doctrine of the Christian Trinity 
finds its counterpart in Hinduism. Many of the ideas of 
both Christian and Eastern religions appear in Four artets. 
Paul Foster's The Buddhist Influence in T. S. Eliot's "Four 
Qjuartets" gives a comprehensive account of this. 
19 In 
places, it is difficult to state precisely how far Eliot is 
using Christian or non-Christian elements and images. It 
is likely that he perceived the Hindu and Buddhist religions 
as completed by Christianity rather than contradicted by it. 
In his exploration of religious and mystical experience, 
the Buddhist and Christian elements co-exist. While the 
Buddhist doctrines may be identified, Eliot is not 
systematically concerned with the truth of these doctrines, 
but drawing on them as part of his knowledge and past 
experience. He uses especially those elements of Buddhism 
which are congruent with, and lead to a better understanding 
of Christian doctrine and experience. There is an obvious 
sense in which the Buddhist passages are superseded by the 
Christian preoccupation of the poet. This is substantiated 
by Eliot's explicit musing: "I sometimes wonder if that is 
what Krishna meant -/ Among other things - or one way of 
putting the same thing". 
Four Qu rtets is a meditation on Christian themes such 
as the meaning of history, man's destiny, God's judgment, 
redemption, grace, and beatitude. It also explores and 
revalues the poet's personal thoughts and experiences and 
struggles to fit these into a meaningful pattern which can 
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also accommodate his poetry. His continued interest in 
philosophy is manifested in his poetry by a preoccupation 
with the problems of time and metaphysics. These become 
dominant and unifying themes in Four Quartets. However, 
it is in Christian dogma and the practice of Christian 
religion that he finds his answer. To reduce Four artets 
to a Christian poem only, is to adopt a very narrow reading 
of the poem and to deny its complexity of thought and 
technique. It would also be naive to regard it as dogmatic; 
it is exploratory, as this analysis has shown. One can 
certainly read and enjoy the poem without Christian belief , 
as Eliot himself would have insisted, as long as a 
sympathetic awareness of Christianity is maintained. His 
explorations lead him to conclude that as temporal creatures 
we can have only an intimation of the total meaning of 
experience, but that we must go on exploring and 
rediscovering this meaning. 
In 1933 Eliot stated that 
From the point of view of art ... 
Christianity was merely a change, a 
provision of a new world with new 
material; from the point of view of 
communism as of Christianity, art and 
literature are strictly irrelevant. 20 
However, it is obvious that his acceptance of Christianity 
affected his work dramatically. As has been demonstrated 
in earlier chapters, there are specifically Christian 
ideas in all of Eliot's poetry. The early pessimism and 
agnosticism become transformed into belief in "Ash 
Wednesday" and also in Four Quartets where there are 
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glimpses of beatitude. In the early poems, Eliot could be 
read as attributing much of man's corruption to temporal 
experience - hence the preoccupation of the personae with 
time, old age, and death. The later poetry depicts man as 
fundamentally sinful and refractory, but capable of 
redemption. Much of the contemplation of Four Quartets 
centres on how time, and thus the individual, may be 
redeemed. Now the poet conceives of a divine pattern or 
plan for every human life and the individual free to accept 
or reject this. Eliot Is comment in 1929 on Dante Is 'Ila 
sua voluntate e nostra pace" is relevant: "I confess that 
it has more beauty for me now, when my own experience has 
deepened its meaning, than it did when I first read it.,, 
21 
Images from The Divine appear constantly in his 
work. Four quartets is no exception. Eliot's work may be 
seen as paralleling The Divine Comedy. The early poems 
and The Waste Land correspond to the state of Hell or 
Limbo, "The Hollow Men" and "Ash Wednesday" to Purgatory, 
and Ariel Poems and Four Quartets contain images of 
spiritual illumination and Paradise. 
The dynamic process of exploration - tentative 
resolution - exploration, culminates in the affirmation of 
"Little Gidding". One problem with the tone of Four 
Quartets is that in Eliot's poetry, religious experience 
never leads to full and sustained exultation of the 
splendour of God or the total and lasting joy of new found 
faith. The tone hovers from "Burnt Norton" to "Little 
Gidding" between intellectual exploration, self-parody, 
despair and disillusionment, and serene affirmation. The 
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affirmation comes, it seems, at the expense of obliterating 
all emotion and replacing it with the early theory that 
poetry may serve as an "escape from emotion". After The 
Waste Land Eliot's poetry moves further and further away 
from depicting concrete human life and experience to a 
greater concern for achieving mental peace through the 
exploration of spiritual reality. Perhaps this is the 
"approach to the meaning" of The Waste Land query, "Shall I 
at least set my lands in order? ". It certainly establishes 
a link between his poetic practice and his theory of poetry 
as exploration. In the f irst three Q , uartets 
the poet 
explores the meaning of life, history, art, and experience - 
both temporal and timeless, while retaining a "firm grasp" 
on reality by grounding the intense moment of illumination 
in the rose garden. He uses "Little Gidding" and the 
London of the "blitz" to "report to his fellow-citizens". 
In 1951 Eliot stated that Dante expressed the concepts 
of light and love with "a meaning which belongs only to 
explicit Christianity, fused with a meaning which belongs 
22 to mystical experience" . To a large extent, Eliot 
himself does the same through his explorations in Four 
9, uartets. In this sense his poem is 
the vision of the man who could say: 
"Within its depths I saw ingathered, 
bound by love in one volume, the 
scattered leaves of all the universe. " 
Legato con amor in un volume. 
23 
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CHAPTER VI 
"THE AUDITORY IMAGINATION" : ELIOT'S DEVELOPING TECHN 
... rhythm and diction ... imply each 
other: for the diction - the 
vocabulary and construction - will determine the rhythm, and the rhythms 
which a poet finds conTenial will 
determine his diction. 
Eliot's aesthetic theories and his poetry both 
demonstrate a high level of preoccupation with language. 
This concern with the poet's use of language unifies and 
links his aesthetics to his poetic practice. There is a 
direct line of development which we can trace in both. 
His remarks may be regarded as somewhat self-contradictory 
when viewed from the extremes of the "Impersonal" theory of 
poetry on the one hand, and the theory of poetry as 
exploration on the other. But, as indicated in Chapter V, 
this is not so. What we have is an organic and dynamic 
poetic which is inseparable from his own poetic practice. 
As Eliot's position changes from a purely aesthetic one 
to a recognition of the influence of factors such as belief 
and emotion on the poet's creation, so do his formulations 
on the poet's use of language. He identifies a number of 
criteria for the "good" poet who, in his opinion, will also 
be a major poet. One of these involves the poet's ability 
to take ordinary, everyday language, and through the powers 
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of his imagination, combined with his technical mastery, 
elevate it from its ordinary associations to an exquisite 
level; to transform it into a work that is aesthetically 
satisfying. In The Use of PoetrL-and the Use of Criticism 
Eliot suggests the poet does this through the use of his 
"auditory imagination". By this, both form and content, 
sound and sense, are organically unified. This organic 
unity is determined by the poet's use of language - his 
choice and placement of words in relation to each other, so 
that combined, they form a meaningful whole. The poet must 
also fully exploit the nuances of sound and meaning. This 
includes what Eliot defines as both the "primary" and 
"secondary" meanings and associations, to fuse together the 
"old" and the "new", the exquisite and the "trite". 
Eliot's theory also implies the poet's use of the 
literature of the past, a view he had held from his 1919 
formulation of the poet's "historical sense". The poet may 
use only a word or a phrase, or a particular structural 
device which through the "auditory imagination" penetrates 
... far below the conscious levels of thought and feeling, invigorating every 
word; sinking to the most primitive and 
forgotten, returning to the origin and 
bringing something back, seeking the 
beginning and the end. 2 
This should show us how we should view Eliot's constant 
literary allusions. These demonstrate not only his 
consciousness of the literature of the past and of his 
indebtedness to his predecessors, but more importantly, how 
he makes an allusion which, when transposed to a new context 
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becomes something new, having a different meaning from its 
original, yet at the same time retaining something of its 
original meaning to suggest a parallelism. Eliot makes 
particular use of Dante, the Bible, The Book of Common 
prayer, the Bhagavad Gita, the Upanishads, Saint 
Augustine's Confessions and The City of God, and the work 
of St. John of the Cross - In Eliot's comments on the 
allusions to Dante in The Waste Land, he makes it clear in 
"What Dante Means to Me" (1950) that they relate to the 
"auditory imagination": 
I have borrowed lines from him, in the 
attempt to reproduce, or rather to 
arouse in the reader's mind the memory, 
of some Dantesque scene , and thus 
establish a relationship between the 
medieval inferno and modern life .... I 
gave the references in my notes, in 
order to make the reader who recognized 
the allusion, know that I meant him to 
recognize it, and know that he would 
have missed the point if he did not 
recognize it. 3 
The allusions indicate how a poet of great range and 
sensibility can use his knowledge of the past, can borrow 
words from his predecessors and invigorate them with new 
meaning to make them part of a new creation. 
Eliot's definition of the "auditory imagination" also 
includes the poet's "feeling for syllable and rhythm" which 
invigorates each word, giving it new life and meaning. The 
idea of each word having meaning in relation to others is 
like the relation between musical notes. Perhaps the poet's 
concern with words as they relate to the "auditory 
imagination" is in greatest evidence in Four Quartets whose 
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very title carries this suggestion. 
Eliot views the word as dynamic, constantly changing, 
and suggesting by association, new patterns and new 
meanings. Paradoxically$ while the word is constantly 
changing by new associations and new contexts, it also 
remains static since it is preserved in literature and 
other written forms. The fifth movements of "Burnt Norton", 
"East Coker", and "Little Gidding" all begin with the poet's 
preoccupation with words. The mature Christian poet views 
his creation not in isolation, nor only in relation to 
other created works, but also in relation to the greatest 
creation - that of the Word of God. This provides part of 
the thematic resolution to Four Quartets. The mystery of 
the verbal creation is linked to the original creation and 
redemption through prevenient grace embodied in the Word/ 
Logos. The difficulty the poet faces with words is also 
analogous to the difficulty faced by the Word. The 
references to the constant temptation of the Word which is 
unchanging yet paradoxically always dynamic, and which in a 
temporal dimension is always fraught with peril, illuminates 
the nature of the poet's own struggle with words. The poet 
must struggle on. For him, there is "only the trying" to 
use words to transfigure and transcend time as the Word does 
and as the individual, by allegiance to the Word, may 
eventually hope to do. 
The opening passage of "Burnt Norton" V demonstrates 
the complexity of Eliot's use of words. It also illustrates 
the meaning and function of words as they relate to his 
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definition of the "auditory imagination". In this sense, 
the use of "word" in this passage assumes two-fold 
dimensions. Firstly, "words" refer to the poet's own 
medium and his struggle to perfect this by transfiguring 
it through art. The passage is concerned with the 
inevitable process or ritual of the word which is that of a 
constant death and rebirth in the process of its evolution. 
Secondly, words can only be transfigured by the perception 
of a relation with the Word Incarnate, which is the 
instrument of the divine creator-redeemer. The "auditory 
imagination" becomes manifested in the passage through a 
contrapuntal pattern of speech/silence; living/dying. 
analysis of the passage illustrates Eliot's skilful 
handling of this: 
Words move, music moves 
Only in time; but that which is only living 
Can only die. 
The analogy between words and music merges into a 
An 
preoccupation with life and death and with the recognition 
that that which exists in time, that which is "only living / 
Can only die". The phrase "only living" takes us back 
through the "auditory imagination" to Eliot's description of 
those who are "Living and partly living" in Murder in the 
Cathedral and Eliot tells us that "Burnt Norton began with 
4 bits that had to be cut out of Murder in the Cathedral" . 
Yet, this phrasing is no mere appendage of left-over lines. 
It is reminiscent of the crowd f lowing over London Bridge 
in The Waste Land and of the evocation of Christ in that 
same poem in "He who was living is now dead / We who were 
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living are now dying". This may be related to the 
Christian doctrine of Incarnation and resurrection. 
next lines, 
Words after speech, reach 
Into the silence. Only by the form, the 
pattern, 
Can words or music reach 
The stillness, as a Chinese jar still 
Moves perpetually in its stillness C,. j 
The 
begin the contemplation of the mystery of words and in 
particular the spoken word. The silence here is replete 
with potential and is to be associated with the plenitude 
of the "still point". It is also the stillness which is 
the goal of the poet's creation. It can be achieved only 
through the skilful patterning of words to transcend the 
erosions of time and changing usage. This may be related 
to the Word at the "still point" which remains constant and 
unchanging, but which is dynamic in human affairs. 
In a series of paradoxes, the images of silence and of 
sound, and of beginning and end, set up a pattern of the 
auditory possibilities reminiscent of, and related to the 
theme of time which recurs in Eliot's work: 
Not the stillness of the violin, while the note 
lasts, 
Not that only, but the co-existence, 
Or say that the end precedes the beginning, 
And the end and the beginning were always there 
Before the beginning and after the end. 
And all is always now. 
Here words are perceived as dynamic with the possibility of 
perfection symbolized in the concept of the circle. Because 
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of their relation to each other, there is a co-existence 
which makes for their complexity. The end is therefore 
bound up in the beginning. The passage is also full of 
theological implications and the "auditory imagination" 
theory highlights this. The "beginning" and the "end" have 
biblical echoes relating to creation, redemption, and 
apocalypse and to Christ as Alpha and Omega and the Word 
made manifest. Especially one can hear echoes of the 
opening chapter of St. John's Gospel: 
In the beginning was the Word, and the Word was 
with God, and the Word was God. 
The same was in the beginning with God. 
All things were made by him; and without him was 
not anything made that was made. 
In him was life; and the life was the light of 
men. 
St. John's metaphor is also a favourite of Eliot's and St. 
John's account of Christ as being "in the beginning with 
God" renders the poet's use of the word "co-existencell more 
effective and richer in implication. It implies not merely 
co-existence in tempo in musical terms, or of the words in a 
temporal and spatial dimension, but also the Christian 
doctrine of the co-existence of the Trinity. 
In continuing the meditation on words, the poet uses a 
number of aural images which set up in the "auditory 
imagination" an idea not merely of words which the poet is 
struggling to control, but of the Word/Christ in the 
wilderness being tempted: 
The Word in the desert 
Is most attacked by voices of temptation, 
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The crying shadow in the funeral dance, 
The loud lament of the disconsolate chimera. 
The aural images describe the pattern of Christ's 
temptation by the fusion of opposites and the constant 
suggestion of wailing - of the "crying shadow" which may 
be linked to the earlier "Shrieking voices" and the "loud 
lament of the disconsolate chimera". They culminate to 
suggest the poet's problem of moulding words into 
significant and permanent artistic creation, as well as the 
temptation of the Word. Thus Eliot moves, through his use 
of imagery, rhythm and associations, from the original 
analogy of words with music to an analogy of words with the 
Word. The word/Word analogy is appropriate in the context 
of temptation and of man's refractory nature as Hebrews 
4.15 indicates: "For we have not an high priest which 
cannot be touched with the feeling of our infirmities; but 
was in all points tempted like as we are, yet without sin. " 
We can see in this extract from "Burnt Norton" all the 
features of the "auditory imagination" as Eliot defines it 
and his poetic practice derives from his theory of the 
"music of poetry". The passage analyzed shows that 
The music of a word is, so to speak, at 
a point of intersection: it arises from 
its relation first to the words 
immediately preceding and following it, 
and indefinitely to the rest of its 
context; and from another relation, 
that of its immediate meaning in that 
context to all the other meanings which 
it has had in other contexts, to its 
greater or less wealth of association. 5 
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However, any comprehensive discussion of the "auditory 
imagination" and the poet's use of "syllable and rhythm" 
should treat Eliot's concept of the musical poem not only 
in the sense that the poem as a whole is analogous to a 
work of music, but more specifically with regard to its 
form, rhythms, lyricism, phrasing, and structural 
arrangements. In "The Music of Poetry" he states: 
" .. the properties in which music 
concerns the poet most nearly, are the 
sense of rhythm and the sense of 
structure. I think that ... a poem ... 
may tend to realize itself first as a 
particular rhythm before it reaches 
expression in words, and that this 
rhythm may bring to birth the idea and 
the image .... The use of recurrent themes is as natural to poetry as to 
music. There are possibilities for 
verse which bear some analogy to the 
development of a theme by different 
groups of instruments; there are 
possibilities of transitions in a poem 
comparable to the different movements 
of a symphony or a quartet; there are 
possibilities of contrapuntal 
arrangement of subject-matter. 6 
It is in this sense that the structure of Four Quartets may 
be perceived as following loosely that of the musical 
quartet. The poem draws its title and structure from the 
poet's inherited musical tradition. It also demonstrates 
continuity of technique and theme. The poet endows the 
poem with a pattern of sound and of "secondary meanings". 
The re-use of words in a formal pattern generates a 
response in the imagination. Eliot's model is Beethoven's 
late quartets. Parts of the musical argument are repeated 
and recalled from the speculative opening to the resolution 
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at the end. 
The poems which make up Four Quartets are thematically 
interrelated and become tiie poetic equivalent of 
"variations" on a given theme. Within each Quartet there 
are five movements following a loosely structured pattern. 
The first movement may be described in musical terms as 
statement and counter-statement, or in literary terms as 
thesis and antithesis. This two-fold division serves as a 
mode of expressing the tensions and ambivalences which the 
whole poem aims to resolve. The second movement commences 
with a rhymed passage using metaphor and symbol. This is 
"orchestrated" into a more discursive commentary in which 
the metaphor and symbol are expanded through personal 
connotations and associations, for, even if only 
subconsciously, the poem is based on the poet's personal 
experiences. But the commentary is more generalized and 
introduces the theme of time which creates the main tension 
to be resolved in the work and which also contributes to the 
organic unity of the poem. 
The third movement is central to the poem and in it the 
possible resolutions of the poem are investigated. The 
fourth movement of each Quartet is a short, lyrical piece 
which is in contrast to the dense, contemplative, and tense 
mood of the first three movements, but related organically 
to the whole Quartet. The fifth movement is structurally 
similar to the second and is constructed in two parts. 
However, there is a reversal in form as the discursive 
passage here precedes the lyrical. At first the movement 
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relates the philosophical theme of that particular 
Quartet to the personal and artistic problems of defining 
precisely and adequately the nature of ex-perience. The 
-noet's own use of words at any given point in time is 
seen as a precarious, "periphrastic", and unsatisfactory 
study. The problem remains of how to transfix and 
transfigure both words and time through art and the 
contemplation of the pattern of Incarnation. In each 
Quartet, this movement attempts to reconcile and resolve V -- 
the philosophical tensions of the second movement and the 
human issues of the third. It unites the fourth movement 
with the others and states the position attained at the 
end of each Quartet, and eventually in Four Quartets as a 
whole. The resolutions of the fifth movements of the 
first three Quartets tend to be tentative and that of 
"Little Gidding" more conclusive. But part of the 
complexity of the poem is that while this is so, the poet 
is aware that the "pattern" can never be perfected in a 
temporal dimension. 
In considering Eliot's views on the affinities between 
musical and poetic structure, it is worth recalling his 
insistence on the formal properties of poetry as indicated 
for example, in his remarks on "Vers Libre": 
Vers libre has not even the excuse 
of a polemic; it is a battle-cry of 
freedom, and there is no freedom in 
art.... If vers libre is a genuine 
verse-form i7F will have a positive 
def inition. And I can def ine it only 
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in negatives: (1) absence of pattern, 
(2) absence of rhyme, (3) absence of 
metre. 7 
In contrast to this sort of definition we see demonstrated 
in all Eliot's poetry the discipline which makes for 
technical mastery of form and content working as the 
"complete consort dancing together". There is everywhere 
evidence of pattern, rhyme, metre, rhythm, and these are 
usually organically unif ied with the content of the 
particular work. However, it is important to recognize that 
the analogy between poetry and music cannot be taken too far 
because of the peculiar characteristics of each medium. For 
example, the notes of music are heard simultaneously when a 
chord is struck, whereas the words in a poem have to be 
read individually and sequentially. Similarly, phrase 
repetition in music is easy on the ear and often delightful 
as part of the formal pattern. However, in poetry, 
excessive word and phrase repetition may mar the aesthetic 
quality of the work. Another point to note in relation to 
the analogy between the formal properties of music and 
poetry, is that music has to fill the bar and keep the 
tempo, whereas poetry does not follow such rigid rules. It 
is easier for example to achieve syncopation in music than 
in poetry. One therefore has to work out consciously the 
formal analogy between music and poetry. 
Ann P. Brady identifies Eliot as a lyric poet. 
8 He 
composes lyrical poetry and comments on this in his 
criticism. The lyric tends to be short and more suited to 
a single singing voice than a chorus. It involves an 
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element of the dramatic in that each song has a singer and 
implies a listener. When performed, it is also supposed 
that the lyric is an expression, not of the feelings of the 
composer, but of the singer, the iDersona. Some qualities 
of the lyric are brevity, dramatic form, personal expression 
by the speaker or singer, and metrical regularity. Eliot 
recognizes that when the term "lyric" is applied to poetry, 
it cannot -be defined totally according to rigidly set rules, 
but may refer to a fairly loose approximation between the 
musical and the poetic lyric: 
The term "lyric" itself is 
unsatisfactory. We think first of 
verse intended to be sung .... But we 
apply it also to poetry that was never 
intended for a musical setting, or 
which we dissociate from its music .... 
The very definition of "lyric" ... 
indicates that the word cannot be 
satisfactorily defined .... How short does a poem have to be, to be called a 
"lyric"? The emphasis on brevity, and 
the suggestion of division into 
stanzas, seem residual from the 
association of the voice with music. 
But there is no necessary relation 
between brevity and the expression of 
the poet's own thoughts and feelings. 9 
Given these limitations, Eliot still recognizes the 
importance of the lyric in poetry. He praises it as one of 
the significant achievements of the Elizabethan poets, and 
especially of Campion and Shakespeare. He also refers to 
the lyrical quality of the poetry of Donne, Marvell, 
Vaughan, and Herbert, and cites Goethe as a great lyric poet; 
and, of course, he knows the lyric verse of the Romantics, 
and Yeats of whom he observes, "there is no reason why a 
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lyric poet should not also be a dramatic poet". 
10 
Eliot's use of the lyric, given the qualities defined 
above, and the looseness with which the term has to be 
applied, is fairly continuous. We can trace lyrical 
qualities in the early poems and right through to the 
especially lyrical fourth movement of each of the Quartets, 
but these qualities are not as evident and sustained in the 
early poems as they are in the poems after The Waste Land. 
This has to be set against the poetic material he uses at 
each period of his poetic development. For example, the 
despairing 
I grow old ... I grow old 
while utilizing phrase repetition, which is a quality of 
music and of the lyric, could be described as "lento" or 
"gravel'; it is not as lyrical as the delightful word 
repetition and alliteration of the following, which in 
musical terminology may be described in mood as "giocoscý" 
or "vivace: 
What seas what shores what grey rocks and 
what islands 
What water lapping the bow ... What images return 
0 my daughter. 
The effect of this is similar to that created by the 
magnificent evocation of the reality of the "still point" 
through images of bird, light, and stillness, coupled with 
word repetition: 
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After the kingfisher's wing 
Has answered light to light, and is silent, the 
light is still 
At the still point of the turning world. 
Yet this is not to say that the early poetry is totally 
devoid of the qualities of lyricism. In "The Love Song of 
J. Alfred Prufrock" certain elements of this form are 
evident. The ironic title has little to do with "song" in 
the usual sense. Yet the form of the dramatic monologue 
establishes such an association, implying a performer and 
an audience. Set against the tedious rhythm which reflects 
Prufrock's tedious way of life, are lyrical passages which 
indicate his romantic and spiritual yearnings and his 
desire for self-expression and self-fulfilment. There are 
also other musical features in the poem: the incantatory 
tone, the use of refrains and motifs, cadence and the use of 
rhyme, which though seemingly inconsistent, are melodic and 
form part of the organic unity of the poem. 
Brady notes that another feature of the musical form 
used by Eliot is the coda. It is used for example in 
"Preludes" which is closer to the lyric and in which metre 
and rhyme are used to indicate varying tones, attitudes, and 
emotional states. However, the Preludes do not possess a 
perfected rhyme scheme and in the first Prelude for example, 
the uneven lines and the irregularity of the rhyme are 
carefully constructed to suggest an odd assortment. They 
are therefore fitting for a poem describing bits of 
newspapers and dead leaves - the "odds and ends" which 
characterize the experience being described. As the poem 
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progresses through each Prelude, more and more into 
sordidness, the lines become more prosaic and the rhythm 
less pronounced. Then the coda at the end provides a tonal 
contrast as the poem moves from the detached observer of the 
first three Preludes to the involved persona of the fourth 
who is moved by the notion of gentleness and suffering, then 
to a cynical commentator. The expression of the involved 
persona is lyrical and its imagery evocative: 
I am moved by fancies that are curled 
Around these images, and cling: 
The notion of some infinitely gentle 
Infinitely suffering thing. 
The coda appears in marked tonal contrast to this. It 
suggests the lack of emotion and response and the cynicism 
which the conclusion implies: 
Wipe your hand across your mouth, and laugh; 
The worlds revolve like ancient women 
Gathering fuel in vacant lots. 
The coda is also used in "Rhapsody on a Windy Night", 
but here its use is even more subtle. Technically, the coda 
of the poem is the final line which is spatially separate 
from the preceding stanza: 
The last twist of the knife. 
By itself, this is meaningless. Yet Eliot has tactically 
implied its meaning through the technical use of rhyme in 
the last line of the preceding stanza, which then becomes 
an integral part of the coda and the two lines combined, 
' 
convey meaning: 
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Put your shoes at the door, sleep, prepare for 
life. ' 
The last twist of the knife. 
The coda is also used effectively in the concluding passage 
of The Waste Land. Here, a number of themes are drawn 
together by repetition of images, symbols, themes, and 
motifs, and question and statement: 
I sat u-Don the shore 
Fishing, with the arid Dlain behind me 
Shall I at least set my lands in order? 
London Bridge is falling down falling down 
falling down 
Poi s'ascose nel foco che gli affina, 
quanclo f iam UT-i---c-lffeliaon -u swaIIow swallow 
Le Prince d'Aquitaine ýi. la tour abolie 
These fragments I have shored against my ruins 
Why then Ile fit you. Hieronymo's mad againe. 
Datta. Dayadhvam. Damyata. 
Shantih shantih shantihC. -3 
Rhythmically, as the question and the long lines give way to 
the shorter, more spaced words of the last two lines, there 
is a release of tension, a gradual working down from frantic 
neurosis, to questioning, to calmness and thus sound and 
sense are organically unified through the coda. This is 
Eliot's most technical use of the coda for, as preceding 
chapters have shown, this passage not only concludes this 
particular composition; it also relates to the themes and 
tone of preceding poems and anticipates those of the 
succeeding ones through the question and the last two lines. 
Eliot's early poems - the poems in the "Prufrock" volume 
and Poems 1920 - are dominated respectively by the long 
poems, "The Love Song of J. Alfred Prufrock" and "Gerontion". 
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These illustrate his tendency, in terms of formal 
development, to move towards the form of the long poem. 
Apart from the poems in French, it is Poems 1920 which 
have the most obvious link with music. The link with the 
lyric in "Gerontion" is its dramatic monologue form. The 
other poems in the volume are composed in tetrameter 
quatrain stanzas. They are ironic, scoffing, and even 
humorous in tone. The regular "sing-song" rhythm of the 
iambic tetrameter and the alternate rhymes help to 
establish this, as for example: 
x/xx/x 
At ma/ting time/ the hi/ppo's voice A 
x/x/xx/ 
Betrays/ inflex/ions hoarse/ and odd, B 
x/xx/x/ 
But ev/ery week/ we hear/ rejoice A 
xx/x/x 
The Church, / at be/ing one/ with God. B 
The quatrain verse form was abandoned by Eliot after this 
volume. Perhaps one reason for this was his growing 
realization that his "song" was too complex for this simple 
form; that the issues of personal redemption, philosophy, 
religion, and art required more complex and subtler modes 
for their expression. 
The Waste Land utilizes both structural and verbal 
music to suggest emotional intensity. The lyrical snatch 
from Wagner's Tristan Und Isolde heightens the sense of 
failure of love in the waste land. The later allusion to 
the same work, telescopes the futile end of the hyacinth 
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garden experience on the lower level of love. There is 
constant shifting in this poem between the lyrical and the 
prosaic, between the splendid and the sordid. For example, 
there is the contrast between the prosaic, sordid 
A rat crept softly through the vegetation 
Dragging its slimy belly on the bank 
While I was fishing in the dull canal 
and the visually magnificent and lyrical 
where the walls 
Of Magnus Martyr hold 
Inexplicable splendour of Ionian white and gold. 
In the former, the sordidness is heightened by the prosaic, 
dragging nature of the lines while in the latter the use of 
rhyme, alliteration, and imagery suggest the grandeur and 
inspiration of the scene. 
In "The Hollow Men", there is a sense in which Eliot 
uses lyricism entirely as a structural device. The hollow 
men pitifully sing of their spiritual state in all the 
movements. The music here is not in contrast to, but 
-rather expresses and heightens their emotional plight. The 
% refrains in particular establish the tone of the poem. 
Eliot uses lyricism in "Ash Wednesday" and Four Quartets 
to express spiritual and emotional states, but of a more 
positive and tranquil nature. He uses all the techniques so 
far mentioned - dramatic monologue, rhyme, rhythm, symbol, 
imagery, repetition and refrains - as integral components 
of the poem. For example, the mysterious rejuvenating 
power associated with the lady of the garden in "Ash 
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Wednesday" is conveyed through the use of end rhyme, 
alliteration, and word repetition, as well as symbol and 
imagery: 
The new years walk, restoring 
Through a -bright cloud of tears, the years, 
restoring 
With a new verse the ancient rhyme. Redeem 
The time. Redeem 
The unread vision in the higher dream 
While jewelled unicorns draw by the gilded 
hearse. 
This unity of sound and sense where lyricism and theme 
complement each other, is also characteristic of several 
parts of Four Quartets. One such example is that of the 
lyrical lines which suggest through their symbolism and 
word play, the ultimate choice man must make: 
The only hope . or else despair Lies in the choice of pyre or pyre - 
To be redeemed from fire by fire. 
In Ariel Poems, Eliot's basic technique remains that of the 
dramatic monologue, but the poems are lyrical in tone and 
there is an upsurge in emotion which finds expression in 
this greater lyricism in the poetry. 
Another aspect of Eliot's use of music in poetry is the 
way in which he utilizes metrical rhythm for particular 
structural and thematic purposes. Superficially, in many 
of the poems there seems a fairly free metrical treatment 
at times approaching closely the condition of free verse. 
However, he often uses rhyme to prevent this and to impose 
a form on the material. In "The Love Song of J. Alfred 
1 C)4 
Prufrock" the variations in Prufrock's own thoughts, 
indicative of his neurosis and diffidence, are matched 
by the metrical uncertainty in the poem, although on 
closer examination we find that Eliot is working within 
the framework of the heroic line. Thus there are 
various metrical patterns which can be scanned loosely. 
For example, the opening passage demonstrates Eliot's 
effective manipulation of metre to match his content and 
purpose. The opening three lines are composed to a 
four-stress pattern: 
Let us go then, you and I 
When the evening is spread out against the sky 
Like a patient etherised upon a table L. ] 
The lines now open out widely into a six-stress line, 
then a short linefollowed by lines with a five-stress 
pattern as the description of the street expands, and as 
presumably the walk does also: 
Let us go, through certain half-deserted streets, 
The muttering retreats 
Of restless nights in one-night cheap hotels 
And sawdust restaurants with oyster-shells 
The last two lines here have reverted to the traditional 
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iambic pentameter which follows more closely the 
pattern of the normal speaking voice. This is 
appropriate to describe the quality of life symbolized 
by the streets. The original four-stress line now 
reappears followed by a short line and then a 
particularly emphatic iambic pentameter to describe the 
roundabout, varying, and uncertain nature of the 
argument: 
Streets that follow like a tedious argument 
Of insidious intent 
To lead you to an overwhelming question 
Then, the last two lines of the section return to the 
four-stress pattern and conclude the stanza as a neat, 
of f hand - sounding couplet: 
Oh, do not ask, "What is it? " 
Let us go and make our visit. 
The range of rhythm in this passage, while maint&ining 
unity by establishing a clear relation between intention 
and style, demonstratesEliot's ability to manipulate his 
medium to suit his purpose. Where used, the iambic 
foot with its strong stress at the end of the line, gives 
a rising pattern to the verse. In addition, the fairly 
0 196 
constant rhymes, IIIIIIIIsky", "streets "/"retreats "I 
"hotels "/"shells 11 , "argument "/"intent", and "is itV 
"visit", add a sense of unity and coherence to Prufrock's 
opening lines. 
In Poems 1920 the metre is different and in 
"Gerontion" Eliot employs blank verse as a basic form. 
Often tone and meaning are conveyed, not by metrical 
regularity, but rather by the reader's ability to 
apprehend the significance of the lack of this and of 
the closeness to prose of the old man's musings. The 
pauses and half lines are also significant and almost 
approach a stream of consciousness as the poet presents 
"Thoughts of a dry brain in a dry season". Yet, the 
constant questions, statements, pauses, and exclamations 
also establish the discursive nature of the poem as 
dramatic monologue and foreshadow the discursive sections 
of Four Quartets. In discussing the musical aspects of 
"Gerontion" it is important to note that John Crowe 
Ransom describes the poem as a poetic symphony and 
argues: 
May not Pound have told him that 
"Gerontion" was already a sort of 
symphony having five movements, or at 
least the perfect miniature of one; and 
that Eliot could not reduce a symphony 
of five movements to a single movement 
in another symphony? ... 
Ml its five 
movements are as distinct from one 
another as the f ive in Waste Land, and 
the six movements in Ash Wednesday, and 
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the five movements in Four q-uartets .... if *** 11(ierontion" is probably the littlest symphony ever published, in 
pure music or in poetry, it becomes all 
the more prodigious. It has everywhere 
in it all the wealth of detail and 
imagery that we could ask, but compacted; 
and I have come to think that nothing 
else in Eliot fills us with such an awe 
of his power. 11 
The metrical form of the other poems in Poems 1920, 
excluding the French poems, has already been identified and 
its purpose and limitations indicated. 
In The Waste Land Eliot continues to use mainly the 
heroic line, but in a variety of ways just as music varies 
in tone and tempo. This variety includes not only rhythmical 
expression, but also the use of rhyme, and the blatant but 
effective imitation of Shakespeare in the sensual description 
which opens "A Game of Chess". The structure of the poem 
also suggests an affinity with music. However, with the end 
of The Waste Land, we find an end to Eliot's use of this 
particular style. Instead, we move, after "The Hollow Men" 
to a poetry more resurgent in rhythm and resplendent in 
imagery. The "Ash Wednesday" statement, "Because I do not 
hope to turn again" indicates not only the poet's spiritual 
state and his intention to speak in his own voice from now 
on, but also his determination not to turn back to the style 
of poetry he had been writing before. The incantatory 
quality of "Ash Wednesday" sets up a kind of music which 
complements the new theme in the poet's work. Increasingly 
we move towards a rhythm that follows the normal speaking 
voice or is characterized by a tone of prayer or meditation, 
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foreshadowing that of Four qu rtets. The music of "Ash 
Wednesday" depends not so much on metre as on variant 
stresses, word and phrase repetition, incantation and 
prayer, as well as variation of line lengths which indicate 
changes of thoughts or moods. For example, the opening 
lines of the poem are not so much metrical as incantatory, 
through phrase repetition as in a free form musical 
composition: 
Because I do not hope o turn again 
Because I do not hope 
Because I do not hope to turn 
Desiring this man's gift and that man's sco-pe 
I no longer strive- to strive towards such things 
Because I do not hope-to know again 
The infirm glory of the positive hour 
Because I do not think 
Because I know I shall not know- 
The one veritable transitory power 
Because I cannot drink 
There., where trees flower, and springs flow, 
-ý-ýhere is notýýing a-g`a`l or i-n 
Because I know that time is always time 
ýýnd place is always and only place 
And what is actual is actual only for one tiM- 
And only f or one plac-6 
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I rejoice that things are-as they are and 
I renounce the blessýed i-a-c-( 
And renounce the voice 
gecause I cannoýýh-o-p---e -6ýotu-rn aga-ýin 
aving to construct somethin Consequently I rejoice, hýýýýýistructý somýetihil--ng 
Upon which to rejoice-[. _3 
Eliot's carefully placed phrase repetition has a cumulative 
effect, building up to the crescendo of 
Consequently I rejoice, having to construct 
something 
Upon which to rejoiceE. 3 
Suddenly, within the same movement, comes a slower, less 
accented, less forceful rhythm indicative of the mood of 
., prayer and repentance. 
The phrase/motif here is that of 
prayer, of teaching to shake off temporal care, and of 
spiritual death. The two themes are intertwined and made 
richer by the earlier "Because" and hoping not to "turn", 
now indicative of total surrender: 
And I pray to God to have mercy upon us 
And I pray that I may forget 
These matters that with myself I too much discus 
Too much explain 
Because I do not hope to turn again 
Let these words answer- 
For what is done, not to be done again 
Because these wings 
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Teach us to care -and not to ca're 
Teach us to sit stilf-. 
Pray f or us and' the 
'of ýýdea-t-h 
Pray for us now '6nd at the hour of our dea-Chl'. 
In the two passages quoted the word music highlights all 
the main themes of Eliot's work. In the latter passage the 
word music is at its most effective, combining for the first 
time in the poem, the tension between head and heart as 
indicated by the tension between the rational "Because" and 
the spontaneous "I pray". This had been precisely the 
poet's problem up to The Waste Land - that the rational 
preoccupation with the philosophic concept of time led to 
the submerging of the impulse of the heart as expressed 
acutely -by Prufrock and Gerontion. 
In "Ash Wednesday" Eliot also contrasts the intensely 
lyrical with the prosaic and places it all within the 
framework of biblical parallels and Christian symbolism. 
All the techniques used here are preparatory to his use of 
music and metre in Four Quartets. In the poem, Eliot's 
metrical range is extremely flexible and eludes definition 
except perhaps that it is what he refers to as accentual 
poetry as opposed to the syllabic ty-De of poetry of the 
quatrain poems in Poems 1920. He was influenced by the 
blank verse of the Jacobean dramatists, and by Donne and the 
metaphysical poets of the seventeenth century. His use of 
parallelism and repetition probably owes something to the 
Psalms in The Book of Common Prayer. Eliot uses basically 
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a line of four stresses, with a technique similar to the 
strong stress metres of Middle English poetry and the 
sprung rhythm of Gerard Manley Hopkins. A similar view 
is held by Helen Gardner in The Art of T. S. Eliot. 
Within this framework Eliot varies the stresses to accord 
with the importance of the word in relation to meaning 
and to other words, and to suit the theme and tone of the 
movement. The f irst two lines of "Burnt Norton" utilize 
the basic four-stress line, but expand to five stresses 
as the argument itself expands: 
Time present and time past 
Are both perhaps present in time future 
And time future contained in time past. 
Then a process of contraction sets in where the return to 
four stresses indicates the limitations of this speculation: 
If all time is eternally present 
All time is unredeemable. 
What might have been is an abstraction 
Remaining a perpetual possibility 
Only in a world of speculation. 
Eliot varies the four-stress line, so that a particular 
passage may even have another pattern of stresses and 
the 
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four-stress line may be used only infrequently and where it 
is appropriate to meaning. Or, it may alternate in a 
regular pattern, with a line of three stresses. One such 
example is the opening of the second movement of "Little 
Gidding". The metrical regularity is further complemented 
by the regularity of the rhyming couplet as well as the 
music of word and phrase repetition: 
Ash on an old man's sleeve 
Is all the ash the burnt roses leave. A 
Dust in the air suspended B 
Marks the place where a story ended. B 
Dust inbreathed was a house -c 
The wall, the wainscot and the mouse. C 
The death of hope and despair, D 
This is the death of air. D 
There are flood and drouth A 
Over the eyes and in the mouth, A 
Dead water and dead sand B 
B Contending for the upper hand. 
The parched eviscerate soil C 
c Gapes at the vanity of toil, 
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Laughs without mirth. D 
This is the death of earth. D 
Water and fire succeed A 
The town, the pasture and the weed. A 
Water and f ire deride B 
The sacrifice that we denied. B 
Water and f ire shall rot c 
The marred foundations we forgot, c 
Of sanctuary and choir. 
This is the death of water and f ire. D 
The alternate three and four-stress lines serve to rescue 
the lyric poem from smugness, didacticism, and too obvious 
constructionism. This pa: ttern also gives the passage an 
antiphonal quality reminiscent of the lines spoken 
alternately by the Chorus, Priests, and Tempters in Murder 
in the Cathedral. The first six lines of each stanza are 
composed of a regular pattern of alternate three and four- 
stress lines. Then, the last two lines of each stanza are 
composed of three stresses each. The only exception to 
this is the last line of the third stanza, which has four 
stresses. This exception is highly functional. It conveys 
the entire meaning of the passage. It serves therefore by 
being set apart metrically, to encapsulate meaning. The 
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line, "This is the death of water and fire", thus reiterates 
the legend of the passage and highlights the description of 
death in elemental terms while still retaining the spiritual 
implications . 
The metre of Four Quartets also expands to passages of 
five-stress lines, especially in the more prosaic, 
contemplative sections. The third movement of "Little 
Gidding" shows the poet's deft handling of the five-stress 
line as a medium for expressing overall meaning and for 
providing a framework within which the four-stress line 
occurs to focus, by metrical differentiation, on memory and 
history. Thus the five-stress line is used as a framing 
device to direct the reader's attention to two of the main 
themes of the poem: 
There are three conditions which often look alike 
Attachment to self and to things and to persons, 
detachment 
From self and from things and from persons; and, 
growing between them, indifference 
Which resembles the others as death resembles life, 
Being between two lives - unflowering, between 
The live and the dead nettle. This is the use of 
memory: 
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For liberation - not less of love but expanding 
Of love beyond desire, and so liberation 
From the future as well as the past. Thus love 
of a country 
Begins as an attachment to our own field of action 
And comes to find that action of little importance 
Though never indifferent. History may be servitude, 
History may be freedom. See, now they vanish, 
The faces and places, with the self which, as it 
could, loved them, 
To become renewed, transfigured in another pattern. 
The quartet form is characterized by rhythmical and 
i 
tonal variations, both of which are evident in Four Quartets. 
There are numerous examples of Eliot's manipulation of the 
stresses in a line varying anywhere between one and eight 
stresses. The fourth movement of "Burnt Norton" juxtaposes 
evanescent natural life and the permanence of the reality 
of the "still point". It is a magnificent example of 
evocative imagery and of this range of metrical variation. 
The traditional dactyls and trochees which can be detected 
behind the strong stresses, have a trailing quality which 
matches the content of the verse. This is a feature of 
Elizabethan and seventeenth-century verse and suggests the 
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influence of this type of poetry on Eliot's work: 
Time and the bell have buried the day, 
The black cloud carries the sun away. 
Will the sunflower turn to us, will the clematis 
Stray down, bend to us; tendril and spray 
Clutch and cling? 
Chill 
Fingers of yew be curled 
Down on us? After the kingfisher's wing 
Has answered light to light, and is silent, the 
light is still 
At the still point of the turning world. 
The poem is replete with examples of tonal variation 
depending on the particular theme as well as the approach 
to that theme. It ranges between the two extremes of the 
ponderously ironic 
0 dark dark dark. They all go into the dark, ... 
And we all go with them, into the silent funeral, 
Nobody's funeral, for there is no one to bury 
which in musical terms might well be played as I'lento" or 
"gravel' and the lyrical, vigorous, and resurgent 
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Midwinter spring is its own season ... This is the spring time 
But not in time s covenant ... 
*. a bloom more sudden Than that of summer, neither budding nor fading, 
Not in the scheme of generation 
which might well be played as "vivace",, I'leggiero", 
"giocosoll, or "con spirito". Thus in Four Quartets Eliot's 
skilful use of various devices such as rhyme, metre, 
alliteration, assonance, consonance, as well as word 
phrasing, word repetition, and tonal shading through mood, 
imagery, and symbolism brings about an approximation of the 
poem to music. His use of the metrical form of basic 
stresses comes close to W. H. Gardner's description of 
Hopkins's achievement with Sprung Rhythm: 
ooo it is, in ef f ect, a total complex 
of style, in which the natural strong 
beat of the freer kinds of English 
verse is reinforced by alliteration, 
assonance, internal rhyme, and half- 
rhyme , these devices being used not 
casually but with a deliberate sense 
of design, so that the whole pattern 
and texture of the poetry is enriched 
*o* by subtle scales and harmonies built up with vowels and consonants; 
and the most beautiful effects are 
achieved when the I'link6d sweetness" 
of the "lettering" breaks across the 
semantic pauses yet still echoes and 
fetches out the interior movement of 
thought and emotion. 12 
In relating the musical aspects of a poem to Eliot's 
theory of the "auditory imagination" and "the music of 
poetry", some mention should be made of his effective use 
of jazz rhythm in Sweeney Agonistes, although it belongs 
more with the drama and will be discussed in Chapter VII. 
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Finally, it seems appropriate to include Eliot's notion of 
the "three voices of poetry" which can be discerned only 
through one's ability to penetrate below the surface of 
the poem to its deeply embedded meanings. Eliot defines 
the "three voices of poetry": 
The first voice is the voice of the 
poet talking to himself - or to 
nobody. The second is the voice of 
the poet addressing an audience, 
whether large or small. The third 
is the voice of the poet when he 
attempts to create a dramatic 13 character speaking in verse .... 
We find that all three voices are present in Eliot's work, 
but if we examine his poems we see that they occur in his 
poetry chronologically in the reverse order to that in 
which he lists them. 
The "third" voice is found in two types of dramatic 
characters who speak in verse and these correspond 
respectively to the early and middle stages of Eliot's 
poetic development. In "The Love Song of J. Alfred 
Prufrock", "Rhapsody on a Windy Night", "Portrait of a 
Lady", and "Gerontion" the characters are used as masks to 
express the horror, boredom, and squalor of modern life and 
a preoccupation with time, old age, and death. In The 
Waste Land a multitude of "third" voices express an even 
more acute form of this state. However, gradually, as we 
approach the end of the poem, we see hints of the emergence 
of the poet's own voice in 
By the waters of Leman I sat down and wept 
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and 
Shall I at least set my lands in order? 
Perhaps the two voices used in "Preludes" were preparatory 
to this. "The Hollow Men" is a sort of watershed poem in 
which "third" voices are used in conjunction with the 
occasional breakthrough of the "first voice" to express the 
poet's struggle to come to terins with his spiritual and 
emotional dilemma. The second way in which Eliot uses 
''third'' voices is linked to the resurgence of faith in his 
poetry. Here he uses biblical and literary figures as 
masks to express the themes of faith and hope th-rough new 
life, as well as the difficulty of the path to salvation. 
Simeon, the magus, and Pericles are these "third" voices. 
The "second" voice - that of the poet addressing an 
audience, is evident in most of Eliot's poetry and is one 
obvious explanation of its dramatic quality and its appeal 
to a contemporary audience who thought the poet expressed, 
as in The Waste Land, their own feelings. "La. Figlia Che 
Piange" is perhaps the most obvious example of the highly 
dramatic quality of some of Eliot's poetry. The poem 
begins by giving a series of stage directions to La Figlia 
regarding her posture: 
Stand on the highest pavement of the stair - 
Lean on a garden urn - 
Weave, weave the sunlight in your hair - 
Clasp your flowers to you with a -pained surprise[. -j 
These directions are followed by the comment to the assumed 
audience: 
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So I would have had him leave, 
So I would have had her stand and grieve, 
So he would have left r. ) 
Prufrock's "Let us go then, you and I, " and the young man's 
"Now that we talk of dying -/ And should I have the right 
to smile? ", Gerontion's "Think now", and the dramatic 
voices of The Waste Land and "The Hollow Men" are all 
variants of the dramatic attitude adopted by the poet 
speaking to his audience. Eliot himself asks, "what great 
poetry is not dramatic? 
J4 but in retrospect the personal 
element in all Eliot's work becomes more obvious and the 
dramatic monologue or mask can be seen as a distancing 
technique which deflects attention from this. This is 
compatible with Eliot's early theory of impersonality and it 
approximates more closely to this period of his aesthetic 
development. With the poetry of "Ash Wednesday" and Four 
Quartets we still recognize the presence of the "second" 
voice but it is largely superseded by the "first voice" - 
that of the poet talking to himself, to no one in particular, 
or else in prayer to God or an intercessory. The "Ash 
Wednesday" statement, "Because I do not hope to turn again" 
with its personal and spiritual implications, is the first 
outright example of the poetry of the "first voice". Now by 
the phrase "the poet talking to himself" Eliot does not mean 
the poet agonizing over finding a theme or a form for 
expression when he has nothing significant to express: 
... the first effort of the poet should be to achieve clarity for himself, to 
assure himself that the poem is the 
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right outcome of the process that has 
taken place. The most bungling f orm 
of obscurity is that of the poet who 
has not been able to express himself 
to himself; the shoddiest form is 
f ound when the poet is trying to 
persuade himself that he has something 
to say when he hasn't. 15 
"Ash Wednesday", as the later work, Four Quartets 
demonstrates, is obviously the "right outcome of the 
process that has taken place" in the poems leading up to 
them. The poet's primary preoccupation is to speak to 
himself, to assure himself, that having found a new faith 
and a new "song" he will not "turn again" either 
thematically, technically, or spiritually and emotionally 
to the expressions of the past. He thus speaks more and 
more to himself in "Ash Wednesday" as he re-enacts the 
pattern of temptation and the struggle and final victory 
over this. In the prayer of humble access we see the poet 
speaking to God. Yet the other two voices are also present 
in the poem, giving it dramatic quality and making it a 
public pronouncement of the poet's own conviction. In this 
sense, it foreshadows Four Quartets. 
In Four Quartets the "third" voice of poetry is more 
implied than heard directly. It is implied in the various 
tones and attitudes of meditation and discursiveness. The 
"second" voice rises to the surface in moments of 
contemplation, when we, as it were, as audience, overhear 
the poet in soliloquy, as for exam-Qle, "I sometimes wonder 
if that is what Krishna meant". It is also implicit in the 
same passage in the poet's admonition to "Fare forward, you 
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who think that you are voyaging". This "second" voice of 
the poet addressing an audience is implicit in the fifth 
movement of each Quartet, summarizing the position reached 
after the meditation and discourse of the four preceding 
movements. This voice is not only one of reassurance that 
"all shall be well", but also the voice of instruction, 
teaching the lessons of history, memory, humility, prayer, 
time, and eternity, and describing by "a raid on the 
inarticulate", the vision of plenitude, the moment of 
illumination, as well as the difficulties of his endeavour. 
The voice most often heard in Four Quartets is that of 
the poet "talking to himself", pondering on the issues which 
have preoccupied him from the poems of early youth onward, 
trying to fit them into a meaningful whole. It is 
especially found in the first four movements of each Quartet 
and varies from the speculative opening of "Burnt Norton" 
to the "intolerable wrestle / With words". It varies from 
the despairing 
Do not let me hear 
Of the wisdom of old men, but rather of their 
folly, 
Their fear of fear and frenzy, their fear of 
possession, 
Of belonging to another, or to others, or to 
God 
to the "sudden illumination" and the "intense moment" to the 
final reassurance that "all shall be well". Perhaps the 
most notable exception to this is the obvious rhetorical 
sermonizing I'second"voice in the fourth movement of "East 
Coker" which the poet adopts in a manner similar to that in 
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Thomas's sermon in Murder in the Cathedral, to address 
his audience directly. Eliot recognizes that these "voices" 
may be inseparable and states: 
There may be from time to time, and 
perhaps when we least notice it, the 
voices of the author and the 
character in unison, saying something 
appropriate to the character, but 
something which the au hor could say 
for himself also .... 
19 
It is therefore in Four quartets that all the aspects of 
the "auditory imagination". the "music of poetry", and the 
"three voices of poetry" are unified. But in the earlier 
poems, where the "third" voice predominates, it is 
important to recognize that the persona is a mask for the 
poet; a device Eliot could have found in Yeats, but as we 
said earlier, he borrowed from Laforgue. Eliot's own 
later pronouncements encourage us to recognize this. For 
instance, in 1953 he wrote of Shakespeare: 
If you seek for Shakespeare, you will 
find him only in the characters he 
created; for the one thing in common 
between the characters is that no one 
but Shakespeare could have created any 
of them. 17 
The same is true of his own poetry, and to some extent, of 
his drama - 
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CHAPTER VII 
DRAMA : LITURGY AND RITUAL 
The human soul, in intense emotion, 
strives to express itself in verse .... The tendency, at any rate, of prose 
drama is to emphasise the ephemeral 
and superf icial; if we want to get at 
the permanent and universal we tend to 
express ourselves in verse. 1 
I am no longer very much interested in 
my own theories about poetic drama, 
especially those put forward before 
1934.1 have thought less about 
theories since I have given more time 
to writing for the theatre. 2 
"The Possibility of A Poetic Drama" : Sweeney Agonistes 
In spite of the superficially self-contradictory nature 
of some of his critical views, when closely examined, Eliot's 
poetics from beginning to end are held together by his 
insistence on the unity of experience, sensibility, and 
artistic expression. This may be applied to his remarks on 
both poetry and drama. We see in his work a conscious 
attempt to impose order and meaning on the chaos of modern 
life. At a deeper level, he strives to achieve spiritual 
insight and fulfilment through submission to the will of 
God. At the same time he maintains that the "integrity" of 
art demands formal and thematic unity. 
Eliot's conception of unity in art and life led him to 
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prefer poetic instead of realistic drarna. He advocated 
drama as an "abstraction from actual life" set within the 
limitations of a particular artistic form. He states this 
in "Four Elizabethan Dramatists": "It is essential that a 
work of art should be self-consistent ... on the one hand 
actual life is always the material, and on the other hand 
an abstraction from actual life is a necessary condition 
to the creation of the work of art.,, 
3 His search for 
order in art is closely linked to his personal quest for 
order in life. He found the latter in religion. It is not 
surprising, therefore, to find in "A Dialogue on Dramatic 
Poetry" (1928) the statement that there is a relation 
between drama and religious ritual: 
... the consummation of the drama, the 
perfect and ideal drama, is to be found 
in the ceremony of the Mass .... And 
indeed, if you consider the ritual of 
the Church during the cycle of the year, 
you have the complete drama represented. 
The Mass is a small drama, having all 
the unities; but in the Church year you 
have represented the full drama of 
creation. 4 
In the 1928 Preface to the Second Edition of The Sacred 
Wood Eliot announced his conviction that poetry, while 
having an autonomous existence, was related to morals, 
religion, and politics. He himself had progressed from a 
concern for poetry to a concern with its relation to the 
spiritual and social life of his own and of other times. 
Because of its intensity Eliot favoured poetic drama as a 
means of depicting the divine plan, the almost "indefinite" 
and "inexpressible" aspects of experience: "it is ultimately 
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the function of art, in imposing a credible order uDon 
ordinary reality, and thereby eliciting some perception of an 
order in reality, to bring us to a condition of serenity, 
5 
stillness, and reconciliation". 
Because he was influenced by Greek drama, Eliot also 
favoured liturgical forms and ritual, the use of myths, 
the chorus, music, dancing, and poetry. His interest in 
the fertility rites recorded by Frazer and Weston is 
evident in some of his plays and co-exists with Christian 
elements. Thus Eliot is concerned with a parallel between 
contemporaneity and antiquity in both content and meaning, 
but also recognizes a need for new dramatic forms to 
express modern experience. Part of this he sees as the need 
for new metrical forms to restore a sense of rhythm and 
ordinary contemporary speech patterns. 
Another aspect of Eliot's theory is his contention that 
drama should have a social function at various levels of 
significance, to be able to entertain a popular audience 
such as that of the music hall and also cater to the varied 
tastes and levels of understanding of the audience: 
The most useful poetry, socially, would 
be one which could cut across all the 
present stratifications of public 
taste The ideal medium for poetry, 
to my mind, and the most direct means of 
social "usefulness" for poetry, is the 
theatre. In a play of Shakespeare you 
get several levels of significance. For 
the simplest auditors there is the plot, 
for the more thoughtful the character 
and conflict of character, for the more 
literary the words and phrasing, for the 
more musically sensitive the rhythm, and 
for auditors of greater sensitiveness 
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and understanding a meaning which 
reveals itself gradually. 6 
One could argue that Eliot's distinction between various 
levels of understanding and sensibility among the audience 
is a patronizing one and also that it does not apply 
totally to his own plays whose plots would hardly interest 
an ordinary non-intellectual audience. 
Sweeney__Agonistes demonstrates Eliot's earliest 
attempts to create a "new" drama to fulfil his aims. Helen 
Gardner argues that 
The theme of Mr. Eliot's early verse 
finds supreme expression in The Waste 
, to which Sweeney Agonistes 
appears a rather sterile appendix.... 
But it seems likely that the impulse 
behind the fragments was less the 
impulse to write a play, than the 
wish to experiment in the writing of 
dramatic verse. Although Sweeney 
Agonistes looks back in its subject- 7 matter, it looks forward in its style. 
Yet there is oversimplification in regarding Sweeney 
I Agonistes as merely a "sterile appendix" to The Waste Land 
as Helen Gardner herself is aware. It is important to 
recognize its centrality to Eliot's development as a dramatist. 
For in these "fragments" one can see, in embryonic form, his 
later plays. The play articulates the same themes which 
characterize Eliot's poetry up to and including The Waste 
Land. "I once designed, and drafted", he wrote, 
a couple of scenes, of a verse play. 
My intention was to have one character 
whose sensibility and intelligence 
should be on the plane of the most 
sensitive and intelligent members of 
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the audience; his speeches should be 
addressed to them as much as to the 
other personages in the play - or 
rather, should be addressed to the 
latter, who were to be material, 
literal-minded and visionless, with 
the consciousness of being overheard 
by the former. There was to be an 
understanding between this 
protagonist and a small number of the 
audience, while the rest of the 
audience would share the responseg of 
the other characters in the play. 
This explains his aims in the "fragments". His use of jazz 
rhythms and colloquial speech is related to his statement 
that the music hall was a valuable place for reaching a 
popular audience. He also valued the music hall because, 
as he stated in I'Marie Lloyd" (1923), there was a social 
bond between the performer and the audience through the 
participation of the audience in the chorus: "The working 
man who went to the music-hall and saw Marie Lloyd and 
joined in the chorus was himself performing part of the 
act; he was engaged in that collaboration of the audience 
with the artist which is necessary in all art and most 
obviously in dramatic art. 119 
Eliot matches Sweeney Ag nistes with the different 
levels of appreciation of the audience. At one level it 
seems merely a light music hall diversion with a strong 
emphasis on jazz and colloquial speech rhythms. At a 
deeper level, the play possesses an entirely different 
dimension. It is on this level that its importance in 
relation to Eliot's development as a dramatist is perceived. 
The title provides the clue to the deeper meaning of the 
play which may escape the grasp of a popular audience 
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unfamiliar with Greek drama. The linking of "Sweeney" and 
"Agonistes" suggests both comedy and tragedy. Because of 
the "Sweeney" poems of 1920, "Sweeney" suggests natural, 
unregenerated man. The term "Agonistes" suggests an 
analogy with -Milton's Samson Agonistes which is effectively 
used in the parallel it makes with Samson's spiritual 
predicament, his recognition and acceptance of personal sin, 
of a sinful world, and of the necessity to undergo the 
painful process of penitence and purgation, -prior to 
spiritual regeneration. The title suggests similarities to 
Greek drama and the sub-title also indicates Eliot's use of 
myth, and in particular the ritual of the agon. However, 
Sweeney does not undergo the agon in the play, as Samson 
does. The implication is that he has already done so, and 
is describing it to others. As in The Waste Land Eliot is 
using the pagan myth to explore a Christian theme. 
The social satire of the play is related to its deeper 
spiritual level and the two epigraphs hint at this. Both 
are connected to the theme of spiritual death and rebirth 
which dominates the play. The play also demonstrates 
expressed 
Eliot's dictumZin "Ben Jonson" (1919), that the dramatist 
should reduce details to only the essentials -by "making 
the character conform to a particular setting. This 
stripping is essential to the art, to which is also 
essential a flat distortion in the drawing; it is an art of 
caricature". 
10 With the exception of Sweeney, the 
characters are presented in the form of caricature. 
Sweeney is the only character who displays any sense of 
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spiritual awareness and is therefore developed just beyond 
the margin of caricature. Because of this, the audience 
can distinguish between his view of life, and that of his 
spiritually sterile counterparts. It is appropriate to 
caricature that Doris and Dusty do not grasp the 
significance of Sweeney's statements about life and death 
and remain unperturbed by this. They are "material, 
literal-minded and visionless". Like these two, all the 
other characters remain marginal types, and suitably 
conf orm to the world in which they move, which is akin to 
that of The Waste Land. The musicians suggest the popular 
music hall entertainment which Eliot advocated at this 
time. 
Sweeney is the character who establishes a harmony 
between the two levels of meaning in the play. At one level, 
he introduces comedy, but it is on the spiritual level that 
his role is most vital. He is a combination of Prufrock's 
impulse to be like one come from the dead to tell all, to 
warn his fellow-men of spiritual death, and of The Waste 
Land protagonist who, having set his "lands in order", tries 
to make others aware of the importance of this. As 
regenerated man, his message echoes St. John 3.5: "Except 
a man be born of water and of the Spirit, he cannot enter 
into the kingdom of God. " He is also an evangelist and his 
message is that of Christ's exhortation to his disciples in 
St. Mark 16.15-16: "Go ye into all the world, and preach 
the gospel .... He that believeth and is baptized shall be 
saved; but he that believeth not shall be damned. " 
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Sweeney's insight is won by an agony similar to that 
of the agon rituals, and this gives him a mythical quality. 
Both he and Pereira, suggestive of the physician figure in 
most of Eliot's plays, are agents of purgation and 
regeneration. For, as Four quartets was to demonstrate, 
Eliot sees the world as full of spiritually sick people in 
need of Christ, the spiritual healer. Sweeney describes 
the painful process of birth: 
I've been born, and once is enough 
Once is enough. 
The spiritual theme is even more explicit when they talk 
of missionaries and Sweeney offers Doris regeneration 
through the ritual conversion of purgation by cooking/ 
f ire: 
I'll convert you! 
Into a stew. 
A nice little, white little, missionary stew. 
He uses as images of the horror and emptiness of spiritual 
sterility, the modern devices with which we seek to relieve 
boredom: 
Well that I 
There's no 
There's no 
There's no 
Nothing at 
Birth, and 
s life on a crocodile isle. 
telephones 
gramophones 
motor cars ... 
all but three things ... 
copulation and death. 
Ironically, not having recognized the necessity for 
spiritual death and rebirth to escape these things which 
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characterize her sterile existence, Doris admits she would 
be "bored" . and exclaims: 
That's not life, that's no life 
Why I'd just as soon be dead. 
The use of the Chorus illustrates Eliot's view of 
popular entertainment in drama. Myth and ritual, which help 
to give the play universal meaning, are elements of classical 
drama, but Eliot uses them for specifically Christian ends. 
Sweeney who has experienced spiritual rebirth is isolated 
from his fellows; a theme evident in all Eliot's plays. Not 
having had the experience, they cannot understand its 
significance. This introduces the theme of communication 
as articulated by -Prufrock, Harry, and Celia, that words are 
inadequate to convey an experience which cannot be totally 
communicated. Yet, as evangelist, Sweeney feels compelled, 
like Coleridge's Ancient Mariner, to tell his tale: 
I gotta use words when I talk to you 
But if you understand or if you don't 
We all gotta do what we gotta do Gj 
As in The Waste Jýand, in Sweeney Agonistes Eliot uses 
parallel myths, but the Christian story is dominant; what is 
constantly stressed from the Christian epigraph to the 
final Chorus, is the necessity to achieve union with the 
divine to escape spiritual death. By structuring it on two 
levels of meaning, he makes the play "a great caricature 
a great humour, which is serious". 
" The weakness of the 
play lies in its lack of action on both pagan and Christian 
levels. Perhaps, if Eliot had, like Milton, portrayed his 
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hero's agon on stage, the meaning would be more easily 
grasped. 
SS"S" 
Drama and Liturgy : Murder in the Cathedral 
In 1934 Eliot wrote the specially commissioned 
Christian pageant, The Rock. The following year, Murder 
in the Cathedral was written for the Canterbury Festival. 
This play moves on from Sweeney Agonistes to articulate a 
specific Christian meaning through exclusively Christian 
ritual. This progression parallels the movement in his 
non-dramatic poetry from The Waste Land to "Ash Wednesday". 
Murder in the Cathedral demonstrates the view exDressed in 
"A Dialogue on Dramatic Poetry" that "the consummation of 
the drama, the perfect and ideal drama, is to be found in 
the ceremony of the Mass .... Djrama springs from religious 
liturgy, and ... it cannot afford to depart far from 
religious liturgy. 
J2 Liturgy, like ritual and myth, has a 
distinct advantage over realism. While realism presents 
details which may be of little significance to the action, 
liturgy presents very little detail but with great and 
sometimes universal significance. Eliot believed that drama 
should fulfil a greater purpose - that of demonstrating the 
will of God to man. 
Eliot's ideas as expressed above, illuminate the form 
and meaning of Murder in the Cathedral. The ideas depend 
on an understanding of the Mass and of the Christian 
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doctrine of martyrdom and redemption. The structure of the 
play with its division into two parts separated by an 
Interlude in the f Orin of a sermon imitates the structure of 
the Mass. The first part follows the pattern of repentance 
and confession which characterizes the Liturgy of the Word - 
the first part of the Mass. Becket is a parallel to the 
celebrant. This is consistent with the parallel drawn 
throughout the play between Becket and Christ, for, in 
Christian teaching, Christ as the Paschal Lamb is the chief 
celebrant of the Eucharist. Becket undergoes a period of 
temptation and self-examination leading to the recognition 
of his "sinful pride". The Christ/Becket parallel is 
explicit through the medium of the temptations. Becket 
indicates the difference between Christ's temptations and 
his: 
I expected 
Three visitors, not four. 
The last temptation reveals his growth of character. This 
issues from his inner conflict as he realizes the need to 
overcome pride to achieve Christian martyrdom; something to 
be suffered, as he later expounds, with humility and 
submission to God's will. It is only when he does this that 
he can teach the lessons on martyrdom embodied in the 
Interlude. The Christ/Becket parallel is also clearly 
highlighted in Part I in the description of Becket's 
arrival in Canterbury, reminiscent of Christ's triumphal 
entry: 
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He comes in pride and sorrow, affirming all 
his claims, 
Assured, beyond doubt, of the devotion of the 
people, 
Who receive him with scenes of frenzied enthusiasm, 
Lining the road and throwing down their capes, 
Strewing the way with leaves[j. 
This parallel is appropriate as Becket indicates in the 
sermon, which links the passion of martyrs with that of 
C 'I hrist: 
Just as we rejoice and mourn at once, in the 
Birth and in the Passion of Our Lord; so also, 
in a smaller figure, we both rejoice and mourn 
in the death of martyrs. 
Here he is also teaching the -paradox at the heart of the 
Christian mystery of death and resurrection. Part I is 
close in structure, tone, and meaning to the opening 
prayers of the Mass. It highlights the theme that is 
central to the play: I'Destin, 7 waits in the hand of God". 
The Chorus represents the congregation of the faithful. The 
Priests play the role of deacons, and the Messenger that of 
an acolyte. 
The central sermon is different in style from the two 
parts of the play in which it is framed, mirroring the 
structure of the Mass where the Liturgy of the Word and the 
Liturgy of the Eucharist are different in style from the 
homily. The former, especially the Liturgy of the 
Eucharist, is characterized by antiphonal responses, 
passages of thanksgiving and hymnsIthe equivalent of verse - 
while the sermon is prosaic. In the Mass, the homily 
prepares the congregation for consecration, communion, and 
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thanksgiving. In the play this parallel is maintained as 
the tone of Parts I and II is close to that of the Bible 
and the Liturgy for the Celebration of the ýIass or Holy 
Communion. The verse is sometimes lyrical and emotional, 
but usually has 'biblical overtones. Many passages are 
based on Christian hymns, especially the passages of praise 
and thanksgiving. The final Chorus echoes the "Te Deum" in 
tone and meaning. Eliot also uses elements of ritual 
associated with the Mass such as participation by chanting, 
introits, anthems, banner-bearing, and the processional, as 
well as antiphonal responses. The lines spoken in Part I 
by the Chorus, Priests, and Tempters alternately, closely 
resemble the responses in the Liturgy. 
The Interlude is used to prepare the congregation for 
Becket's martyrdom so that, as in the Mass, they can be 
exultant at the end. It is also used as a teaching device 
to interpret the Word. Becket uses the Interlude to teach 
the congregation as represented by the Chorus and ]Priests, 
as well as the theatrical audience, the meaning of 
Christian martyrdom and the importance of submission to 
God's will. Throughout the Interlude Becket's tone closely 
resembles that of the priest giving the homily, especially 
as he addresses the congregation as "dear children of God". 
There is also a similarity between Becket's last sermon and 
Christ's address to his disciples, especially as Becket 
emphasizes the centrality of Christ's passion to the Mass: 
"For whenever Mass is said, we re-enact the Passion and 
Death of Our Lord" At the end of the play, the members of 
--) ý) 
the audience with a sympathetic understanding of Christian 
dogma realize that they have witnessed the passion and 
death of Becket, the martyr, and that these are "a smaller 
figure" of Christ's. The end of the Interlude is also 
reminiscent of the Last Supper, for Becket shows an 
awareness of impending death and resurrection similar to 
Christ's, though in "a smaller figure". Christ's prophecy 
in St. Luke 22.18, "1 will not drink of the fruit of the 
vine, until the kingdom of God shall come", is echoed in 
Becket's awareness that his martyrdom will lead to 
resurrection in the presence of God: 
ee. in Heaven the Saints are most high, having 
made themselves most low, and are seen, not as 
we see them, but in the light of the Godhead 
from which they draw their being. 
I have spoken to you today, dear children of 
God, of the martyrs of the past ... because it is possible that in a short time you may have 
yet another martyr, and that one perhaps not 
the last. 
Structurally, Part II is similar to the Liturgy of the 
Eucharist, the most sacred part of the Mass. It focuses on 
the offering of the elements and of oneself, and on the 
congregation's participation in the sacrifice, which is 
followed by the -blessing and the dismissal (Ite, missa est - 
Depart, it is the dismissal) with its implied charge to 
go forth and spread the Word. 
The section of the play after Becket's death is devoted 
to communion - the participation of the congregation in the 
sacrifice. This shows the highest stage of growth of the 
Chorus as a collective character. They accept their share 
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in Becket's death just as the guilt of all mankind is 
implicit in Christ's. As the Mass ends with thanksgiving 
and dismissal, the Third Priest performs this function 
while s-ummarizing the lessons learnt. His tone is as 
didactic as Becket's in the Interlude: 
00. the Church is stronger for this action, Triumphant in adversity. It is fortified 
By persecution: supreme, so long as men will 
die for it. 
Go, weak sad men, lost erring soulsU]. 
The final exultant passage by the Chorus parallels in tone 
and content, the "Te Deum" being sung in the distance. 
With the exception of the f inal line recognizing Thomas as 
a saint with intercessory powers, the end of the passage 
comes from the Ky 
,, 
ries for the Liturgy for the Celebration 
of the Mass. 
In keeping with Eliot's theory of dramatic verse and 
the intensity it provides as stated by one of the 
participants in "A Dialogue on Dramatic Poetry", Murder in 
the Cathedral endorses the view that "(t1he tendency, at any 
rate, of prose drama is to emphasise the ephemeral and 
superficial; if we want to get at the permanent and universal 
we tend to express ourselves in verself. 
13 The play embodies 
a theme that is "permanent and universal", especially for 
the Christian community. The truth which Becket teaches as 
central to Christian martyrdom, remains so in each age: 
A Christian martyrdom is never an accident, for 
Saints are not made by accident. Still less is 
a Christian martyrdom the effect of a man's will 
to become a Saint, as a man by willing and 
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contriving may become a ruler of men. A 
martyrdom is always the design of God, for His 
love of men, to warn them and to lead them, to 
bring them back to His ways. It is never the 
design of man; f or the true martyr is he who 
has become the instrument of God, who has lost 
his will in the will of God, and who no longer 
desires anything for himself, not even the 
glory of being a martyr. 
Some of the most effective passages of verse are those 
dealing with the importance of submission to God's will and 
God's omnipotence. They are characterized by the recurrent 
symbol of the wheel and the paradoxical pattern of 
patient/agent, action/suffering, found in the siDeeches of 
both Becket and the Third Priest. The passages sDoken by 
the Chorus in Part II also have this quality. For example, 
after the entry of the Knights, when the Chorus senses that 
something ominous is about to happen, this finds expression 
in intense imagery which suggests an inversion of the 
normal and natural order. A similar effect is achieved 
through the use of verse at a crucial point in the action - 
while the Knights kill Becket, the Chorus develops the 
theme of purgation and its responsibility for Becket's fate. 
In seeing Becket's fate as part of God's design for cleansing 
the world from sin, evil, and suffering, the Chorus uses the 
daily chore of washing as an image of this cleansing and 
hence of God's grace - 
After this emotionally tense chorus, the Knights address 
the audience in prose. This stylistic contrast serves a 
different purpose from that of the Interlude. Here it is 
used to "emphasise the ephemeral and su-Derficial" for their 
prosaic apologia merely rationalizes their act. But for 
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those who have witnessed and understood the implications 
of Christian martyrdom, their deed is "the art of temporal 
government, --- violence, duplicity and frequent 
malversation". When the Knights use verse, the tone 
indicates irony or parody and their speech is punctuated by 
deliberate rhymes and puns. In his interchange with the 
Knights, Becket also uses this type of rhymed verse to 
parody their behaviour and to suggest the contempt in which 
he holds "the raw nobility". This type of verse is related 
to the Knights' function in the play, a function totally 
different from that of the other characters. The Knights 
provide the physical conflict which forwards the action, 
as opposed to the inner conflict of Becket, and to a lesser 
extent, the Chorus and Priests. The Knights also draw a 
Christ/Becket parallel, punning on Becket's words, "save" 
and "order" , and this is strongly reminiscent of the 
mocking of Christ. The Knights ' "Saving your order'. Let 
your order save youll, parallels St. Luke 23.35: "He saved 
others; let him save himself". 
The features which are usually most important in drama: 
action, characterization, and conflict, seem minimal here, 
and if the play were to be evaluated on this basis, it 
would seem to be somewhat defective. But if we take into 
account Eliot's theory up to 1935, we can perceive his 
reason for this and apply it to the play. In "John 
Marston" (1934) he indicates that 
It is possible that what distinguishes 
poetic drama from -prosaic drama is a kind 
of doubleness in the action, as if it 
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took place on two Dlanes at once .... In poetic drama a certain apparent 
irrelevance may be the symptom of this 
doubleness; or the drama has an under- 
pattern, less manifest than the 
theatrical one. We sometimes feel, in 
following the words and behaviour of 
some of the characters ... that they 
are living at once on the plane that 
we know and on some other plane of 
reality from which we are shut out: 
their behaviour does not seem crazy, 
but rather in conformity with the laws 
of some world that we cannot perceive. 14 
If we view the action of the play as taking place on "two 
planes at once", we may conclude that on the lower plane 
the action, conflict and characterization seem minimal, 
although the play is not totally devoid of action. The 
Knights' forced entry and brutal act provide this in a 
physical sense. Nor is it devoid of conflict - the main 
outer conflict is between Becket and the king, the symbols 
of spiritual and temporal power respectively, as is made 
explicit in the first three temptations. There is also 
inner conflict in Becket as he struggles in the fourth 
temptation to overcome "damnation in pride", and in the 
Chorus and the Priests as they struggle to understand, 
accept, and finally exult in Becket's martyrdom. Similarly, 
the play is not totally devoid of characterization, and the 
characters are not as flat as they are in Sweeney Agonistes, 
although the play is extremely stylized. Becket, the 
Chorus, and the Priests all achieve a fuller understanding 
of Christian martyrdom and the importance of submission to 
God's will. Thus, while these may fall short of theatrical 
expectations, in relation to that"other plane of reality" 
234 
they are sufficient to the theme as Becket is "living at 
once on the plane that we know and on some other plane" 
where his behaviour is "in conformity with the laws of 
some world that we cannot perceive" until we come to the 
end of the play and perceive the total pattern. Becket 
makes this explicit in his statement to the anxious and 
nervous priests: 
You think me reckless, desperate and mad. 
You argue by results, as this world does, 
To settle if an act be good or bad .... It is not in time that my death shall be known; 
It is out of time that my decision is taken ... I give my life 
To the Law of God above the Law of Man.... 
We are not here to triumph by fighting, by 
stratagem, or by resistance, 
Not to fight with beasts as men. We have fought 
the beast 
And have conquered .... Now is the triumph of the Cross 
Having overcome the fourth temptation, his final speech in 
Part I highlights his awareness of the "senseless" nature 
of his sacrifice in the temporal terms he describes and at 
the surface level of the play: 
What yet remains to show you of my history 
Will seem to most of you at best futility, 
Senseless self-slaughter of a lunatic, 
Arrogant passion of a fanatic. 
Murder in the Cathedral was highly acclaimed when it 
was produced in 1935. For example, The Times review stated: 
Its mode is the original dramatic 
mode of ritual; its theme is the theme 
out of which drama itself, and some 
would say even religion, first grew .... 
Some of the f inest Doetry in the play 
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is given to the chorus of women of 
Canterbury, whose part is also vitally 
dramatic, for it links in the Greek 
manner the high ritual of the action 
with common life .... J93his is the one 
great play by a contemporary dramatist 
now to be seen in England .... 
15 
Because of the exclusively Christian tone of the play, one 
could argue. however, that it is propagandist and 
provocative - For, while Four ý-juartets is written with an 
awareness that the audience may hold a different viewpoint 
from the poet's, Murder in the Cathedral is definitely 
dogmatic. But of course, the play was written specifically 
for a Christian occasion and for a predominantly Christian 
audience as Eliot acknowledges in "Poetry and Drama": "When 
I wrote Murder in the Cathedral I had the advantage f or a 
beginner, of an occasion which called for a subject 
generally admitted to be suitable for verse. 
J6 Grover 
Smith states: 
e** it was not originally an independent venture into the 
competitive world of the theater. 
Assured of an audience to whom for the 
occasion the subject would appeal, 
Eliot was again able to indulge his 
affection for religious symbolism 
without calculating, as was needful 
with his later plays, the odds against 
success if he did not compromise with 
the public caprice. He could remain a 
poet writing about life on his own 
terms without unduly fretting over the 
fact that these were not the terms of 
most other people. Murder in the 
Cathedral, in other words, is just as 
much coterie literature as Eliot's 
earlier poetry. It has had a good 
deal of vogue among audiences 
possessing religious sympathies 
40 00000 
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Imitation in Art : Tradition and Contemporanei. t. -y: 
The Family Reunion 
In The Family Reunion (1939), the speech used is closer 
to the contemporary than that of the marked rhythms of 
Sweeney Ag nistes, or the intense poetry of Murder in the 
Cathedral. But it demonstrates with them the concerns 
Eliot had about the direction of drama, and demonstrates 
his theory that the contemporary poet with an "historical 
sense" must maintain a link with tradition and his literary 
heritage. But in practice this is its least successful 
feature. The play concentrates on the theme of spiritual 
purgation which we found in its predecessors. Like Becket, 
Harry is a character living on two planes of existence at 
once and most of the others in the play do not Derceive 
this. He states this in Part II: 
They don't understand what it is to be awake, 
To be living on several planes at once 
Though one cannot speak with several voices at once. 
Like Sweeney Agonistes the play uses mythical and ritual 
analogies to achieve universal significance. As in the 
earlier play, the emphasis is on purgation as a necessary 
step to the achievement of divine union. But the blending 
of pre-Christian and Christian concepts of sin, guilt, and 
redemption, is not a very successful one. The play points 
forward to The Cocktail Party and Agatha, Mary, and 
Downing, the "watchers and waiters" can be seen as the 
counterparts of Julia, Reilly and Alex. Their role is 
similar to that played by Mrs - Guzzard and Eggerson, and by 
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Monica and Charles in The Confidential Clerk and The 
Elder Statesman respectively. 
The play operates on two levels of meaning 
simultaneously. On both, Harry is the central figure. On 
the surface there is conflict between the two conceptions 
of the "family reunion"; at a deeper level, the play ends 
with the suggestion of a spiritual union which is the 
fulfilment of Harry's spiritual quest. Agatha, who has 
spiritual sensitivity, recognizes the spiritual 
possibilities of Harry's return. The suggestion is that 
Harry is a person of special destiny as Celia is, in The 
Cocktail Party. 
Like the protagonist of The Waste Land, Harry is a 
tormented person searching for some meaning to the 
experiences he has had; experiences which have left him in 
a state of near dementia. He desperately tries to convey 
to his family his spiritual crisis and his sense of 
alienation. His situation is similar to Sweeney's hellish 
state in a temporal waste land: 
One thinks to escape 
By violence, but one is still alone 
In an over-crowded desert, jostled by ghosts. 
His spiritual agorýy is juxtaposed with the apathy of the 
members of his family. The only exceptions are Agatha and 
Mary, the only other two spiritually aware members, who are 
also searching for salvation. The rest of his family react 
to his story of possible murder with shock and disbelief, 
bringing into focus the theme of appearance and reality 
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which Eliot uses in the later plays to suggest the 
hollowness and "masquerades" of modern life. Charles 
states: 
Of course we know what really happened, we read 
it in the papers - 
No need to revert to it. 
This is further emphasized when in chorus they resent and 
fear the idea of being forced to implicate themselves by 
participation in his guilt or of being obliged to recognize 
that other dimension of experience which they prefer to 
ignore - They choose to remain in the "Unreal City": 
Why should we stand here like guilty conspirators, 
waiting for some revelation 
When the hidden shall be exposed, 
why should we be implicated .... 
Hold tight, hold tight, we must insist that the world 
is what we have always taken it to be. 
Ironically, reality as they express it, is an "appearance" 
to Harry: 
The things I thought were real are shadows, and 
the real 
Are what I thought were private shadows. 
In the later plays, Edward, Celia, Colby, and Lord 
Claverton express a similar view. 
Harry's feelings of guilt and responsibility for sin 
are his redemptive agents as they lead him to embark on a 
search for liberation. The presence of Warburton, the 
physician figure, suggests that it is spiritual, rather than 
physical health that Harry seeks, whereas to the spiritually 
unaware, he is in need of medical aid. In the conversation 
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between Harry and Warburton it is made explicit that 
Harry's malady is not a physical one: 
Harry 
what you call restoration to health 
Is only incubation of another malady. 
Warburton 
We're all of us ill in one way or another: 
We call it health when we find no symptom 
Of illness. Health is a relative term. 
Agatha too, is in a spiritual dilemma and recognizes that 
her salvation is bound up in giving Harry knowledge of his 
past, so that his fragmented personality may be healed and 
made whole. She makes these spiritual implications clear: 
It is as if 
I had been living all these years upon my capital, 
Instead of earning my spiritual income daily L; j 
When Harry learns the truth about his past, his 
liberation begins. Having freed himself from the ghost of 
the past, he realizes that he should follow, not flee from 
the Eumenides who are more real to him than his family's 
world of illusion. This however, only ends one kind of 
agony and he now accepts a different kind as he chooses the 
ascetic path of the mystic as the mode of working out his 
salvation. This new agony is one which is positive as it 
leads to spiritual rebirth. Agatha explains this: 
Here the danger, here the death, here, not elsewhere; 
Elsewhere no doubt is agony, renunciation, 
But birth and life. 
It is also a path that Harry must travel alone as Downing 
recognizes: 
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I have a feeling 
That he won't want me long, and he won't want 
anybody. 
Harry's problem of communicating with spiritually 
unaware people who are on a different plane of reality from 
his, is dominant in the play. Like Sweeney, he uses words, 
aware that they do not communicate his meaning: 
I can only speak 
And you cannot hear me -I can only speak So you may not think I conceal an explanation, 
And to tell you that I would have liked to explain. 
His departure causes Amy's death as she remains incapable 
of understanding the mystery of divine love as Agatha 
explains it: 
Love compels cruelty 
To those who do not understand love. 
This echoes Christ's statement in St. Matthew 10.37-38: 
"He that loveth father or mother more than me is not 
worthy of me .... And he that taketh not his cross, and 
followeth after me, is not worthy of me. " In the end, 
Harry's union with the divine will transcends the "family 
reunion" Amy had arranged. Agatha emphasizes the meaning 
of the play and of Harry's divine quest: 
What we have written is not a story of detection, 
Of crime and punishment, but of sin and expiation. 
Agatha's explanation demonstrates the different levels of 
meaning co-existing in the play. The crime thriller 
atmosphere created by the idea of murder at sea and the 
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entry of the police lends some amount of suspense to the 
plot. However, the meaning of the play is neither to be 
found there nor in the "family reunion". It is to be 
found in the tale of "sin and expiation" where Harry 
becomes the symbolic conscience of his family and assumes 
suffering for their sins. He becomes a kind of Paschal 
Lamb. 
While the theme of the play may be traced in explicitly 
Christian terras, Eliot also uses myth and ritual to express 
universal meaning. He fuses elements from the Greek and 
Christian traditions for he uses the Oresteia as his source 
and attempts to translate this into Christian terms. He 
also uses elements of pagan myth and ritual. The conflict 
between Harry and Amy reflects that between the impotent 
god of the old year and the rejuvenated god of the new year 
in the ritual of the seasons. The play opens in March - 
the time of both spring and the fertility rites as well as 
the Christian Eastertide. Amy's first speech tells of old 
age and death in imagery suggestive of the fertility 
rituals: 
0 Sun, that was once so warm, 0 Light that was 
taken for granted 
When I was young and strong .... 
Make up the fire. Will the spring never come? 
I am cold. 
The spring in Eliot's work is the season of both death and 
rebirth. Harry is identified with the new year in imagery 
suggestive of the ritual sacrifice of rebirth: 
Spring is an issue of blood 
A season of sacrifice C. 3 
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Yet the "issue of blood" and the "sacrifice" also link 
with ChristianitY, with Christ's crucifixion. 
Eliot also uses in the figures of Agatha, Mary, 
Downing and Dr. 'vvarburton, the spiritual assistants from 
the rejuvenation rituals. The f irst three of these 
recognize the Eumenides as a positive force in Harry's 
struggle towards spiritual rebirth. Significantly, at the 
point of death Amy calls for Agatha, Mary, and Warburton, 
the representatives of the spiritual world, although she 
herself does not seem to gain any sDiritual insightand 
this flaws the play. She reveals her spiritual blindness 
in her statement that 
Only Agatha seems to discover some meaning in death 
Which I cannot find. 
Agatha and Mary officiate in the ceremony which is a ritual 
marking Harry's spiritual rebirth and union with the divine 
will and Amy' s physical death as they circle round the 
birthday cake with its lighted candles symbolizing life and 
spiritual light. They assist in the death of the old and 
the birth of the new. The blowing out of the candles 
symbolizes the snuffing of Amy's old life which gives rise 
to Harry's new life. For, as Winchell's mistake implies, 
"I was thinking it was your birthday, not her Ladyship's". 
Amy also, in Christian terms, represents the old will, the 
"old Adam" which must die to give birth to the new will and 
the "new Adam" Harry has become so that he can pursue his 
quest for spiritual fulfilment. 
The Eumenides may be equated with the Christian idea 
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of conscience, but the use of these pre-Christian f igures 
in a Christian play in a modern idiom produces incongruity. 
Eliot recognized something of this, for he later admitted 
that 
*e. the deepest flaw of all, was in a failure of adjustment between the 
Greek story and the modern situation. 
I should either have stuck closer to 
Aeschylus or else taken a great deal 
more liberty with his myth. One 
evidence of this is the appearance of 
those ill-fated figures, the Furies. 
They must, in future, be omitted from 
the cast, and be understood to be 
visible only to certain of my 
characters, and not to the audience .... They never succeed in being either 
Greek goddesses or modern spooks. But 
their failure is merely a symptom of 
the failurelho adjust the ancient with 
the modern. 
Eliot's intention of linking tradition and contemporaneity 
is not entirely successful, and his own admission of 
failure in this respect is important in relation to his 
theory of the "historical sense". Here his poetic practice 
has failed to meet the requirements of this particular 
aspect of his poetics. 
SSSSS 
The Social Function of Drama : The Cocktail Party 
While The Cocktail Party (1949) may be said to attempt 
a link with tradition in that Eliot was inspired by the 
question of "what would the life of Admetus and Alcestis be, 
after she'd come back from the dead", the play also 
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demonstrates Eliot's notion of the principle of unity in 
diversity - 
19 Here he examines and af f irms the two 
traditional ways by which the soul may come to God - the 
Negative and the Affirmative ways. In this sense, the play 
is similar to Four ý, uartets. The Dlay also articulates his 
view that drama should express the need for human life to 
have at its core some experience which links it with the 
divine so that spiritual fulf ilment can be attained and human 
life be made at least tolerable. It expresses the idea that 
while it is a valid one, the ascetic path chosen by the 
characters in the previous plays, is not the only one and 
there are those who choose to remain in the hustle and 
bustle of everyday life to make "the best of a bad job". 
But these need to affirm love of created beings as a way to 
loving the divine and achieving salvation. The play relates 
to Eliot's theory of the social function of poetry and has 
two levels of meaning which exist simultaneously. 
Viewed superficially, the play seems a social comedy 
involving a couple and a third party, but at a deeper level, 
the structure, imagery, diction, and themes assume 
Christian dimensions. The lives of Edward, Lavinia, and 
Celia are inextricably linked. The story is a microcosm 
of modern society and suggests that spiritual emptiness, 
disillusionment, and lack of love are common aspects of a 
general way of life, the "human condition". The three 
characters are guided in their choices by Reilly and to a 
lesser extent, -by Julia and Alex, all of whom function as 
spiritual guardians who clarify the problems of the three 
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and try to effect solutions. 
The action begins with a chaotic party which reflects 
the characters' chaotic spiritual and emotional condition. 
In the second act they are led to make choices and the 
third act provides the denouement. As the play progresses, 
it becomes increasingly obvious that the relationship 
between Edward and Lavinia is a loveless and spiritually 
dead one, like that of the couple in "A Game of Chess" in 
The Waste Land. Edward, who seems more acutely aware of 
his spiritual malaise, has a sense of being lost and 
disillusioned and is in a state of frustration and 
humiliation. As he gropes towards self-knowledge he 
confesses he does not love Lavinia and states his real 
reasons for marrying her, thus starting the process of 
confession and of being honest with himself. His situation, 
as he describes it, is a hellish state akin to Satan's in 
Plaradise Lost. Edward states: 
What is hell? Hell is oneself, 
Hell is alone, the other figures in it 
Merely projections. There is nothing to escape from 
And nothing to escape to. One is always alone. 
Lavinia's suggestion that he is ill is typical of the 
modern world described later by Celia where there is no 
awareness of spiritual values and where "anything wrong" is 
"either bad form or ... psychological". 
Reilly in his 
professional capacity brings them to the point where they 
must confront each other and the truth of their situation be 
revealed. He guides them to see that what they have in 
common is not love , but an emotional and spiritual short- 
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coming - the "human condition": 
And now you begin to see, I hope , How much you have in common. The same isolation. 
A man who finds himself incapable of loving 
And a woman who finds that no man can love her. 
The solution he proposes to their predicament is to 11 Cojee it 
rather as the bond which holds you together". He advises 
them to seek the Affirmative Way, to make the "best of a 
bad job" by becoming reconciled to the low-level 
companionship they provide for each other and to fulfil 
their conventional social roles as represented by the 
cocktail party. He therefore dismisses them: "Go in peace. 
And work out your salvation with diligence. " 
The "total situation" also involves Celia, whose choice, 
like Becket's, leads to martyrdom, a fact that invites us 
to compare the play with Murder in the Cathedral. Although 
she is in the same plight as Edward and Lavinia, Celia acts 
more positively and leads Peter to an awareness of reality. 
She realizes that like Edward and Peter, she, too, has 
been deluded in her emotional relationships into mistaking 
the appearance for the reality: 
A dream. I was happy in it till to-day ... And if this is reality, it is very like a dream. 
Like Edward, she feels humiliated, and suffers a sense of 
emotional and spiritual fragmentation and futility. Her 
interview with Reilly is central to the play. Like Edward 
and Lavinia, she must make a cýioice. The interview deals 
with self-knowledge, appearance and reality, love, spiritual 
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emptiness and isolation, and a reaching out to a higher 
kind of reality which might imDose order and meaning on 
life. She is aware of solitude and of the emptiness of the 
companionship that peoDle seem to give each other. 
Like Feter, Celia has had a vision of a more 
meaningful reality and she confesses, like Edward, that she 
has come to Reilly in desperation to be cured. This 
desperation is a necessary part of penitence. In trying to 
reach self-knowledge Celia demonstrates that her sense of 
futility and her vision are different from either Peter's 
or Edward's, and this points forward to her religious 
vocation and martyrdom. She experiences a sense of sin and 
guilt which is a traditional stage in the progress of the 
penitent. She has an awareness 
.. of emptiness, of failure 
Towards someone, or something, outside of myself; 
And I feel I must ... atone. 
The word "atone" suggests that she, like Harry, will assume 
the guilt of others. She, too, is a type of the Paschal 
Lamb. 
In speaking of her vision, which turns out to be her 
call to sainthood, Celia describes the love she feels as a 
Christlike, transcendental love, beyond that of the 
physical: 
oee I think I really had a vision of something Though I don't know what it is. I don't want to 
forget it. 
want to live with it .... In fact, I think it would really be dishonest 
For me, now, to try to make a life with anybodYle 
I couldn't give anyone the kind of love - 
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... which belongs to that life. 
So Reilly leads her to choose an ascetic Dath, stressing 
the im-portance of courage, faith and free choice. Her 
faith, like Samson's, is the faith that issues from despair 
and is a necessary step on the road to Christian redemption. 
Reilly makes this clear when he says that this is the "best 
reason". When Celia chooses, she, like Edward, starts a 
chain of events beyond her control as her will is submitted 
to a higher force. 
In Act Three, we are presented with the effects of the 
solutions Reilly has proposed. Edward and Lavinia are 
reconciled to each other and Celia's death is interpreted 
as an inevitable martyrdom which, like Becket's, is 
described as part of a "design" which includes suffering. 
Reilly suggests that paradoxically this is her triumph as 
it has brought the realization of her vision and happiness 
in dying for her faith. His suggestion echoes Christ's 
statement on martyrdom in St. Matthew 10.39: "he that 
loseth his life for my sake shall find it". 
Although in a broad sense the themes of the play are 
similar to those of Sweeney A_gonistes, Murder in the 
Cathedral, and The Family Reunion, its resolution is 
different and shows a new development in Eliot's approach 
to the theme of Christian salvation. In the recognition 
that they share the "same isolation", Edward and Lavinia 
can begin to make the "best of a bad job". By choosing the 
Affirmative Way, they will achieve some measure of self- 
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knowledge and will thus achieve communion through 
fellowship. Celia is guided to choose the Negative Way of 
the austere sanatorium, but this, too, leads to the 
Affirmative Way when she becomes a missionary and gives 
herself to other people. Both ways lead to fulfilment, and 
each ends with a benediction. Reilly is the character who 
has superior knowledge and understanding of the actions of 
everyone else in the play and can transmit this 
understanding to the audience as Becket does. He is the 
character whose opinions of both the problems and the 
solutions, influence the audience in its response. In this 
his function is similar to that of the chorus in Greek 
drama. In that Edward and Lavinia are reconciled to each 
other and Celia has attained fulfilment through martyrdom, 
the solutions he proposes appear satisfactory as 
alternative ways of living a "good life" as he describes it. 
But a sharp distinction is made between the two situations 
and solutions. While he recognizes that both parties are 
trying to avoid "the f inal desolation", he strongly implies 
that Celia's way is to be preferred. Although he emphasizes 
the necessity of free choice, which is crucial to Christian 
doctrine, there is a sense in which the Chamberlaynes, who 
typify the "human condition", are not given the same choice 
as the potential saint. For them, there is "only the 
trying". He offers them no choice, and actually takes 
responsibility for this: 
To send them back: What have they to go back to? 
I have taken a great risk. 
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Moreover, he refuses Edward entry to his sanatorium and 
tells him of the limitations of the "human condition": 
The best of a bad job is all any of us make of it - Except of course, the saintsg] 
Thus, his solutions regard the ordinary way of life as a 
second best to the life of sainthood and martyrdom; the 
Negative Way to God is preferred to the Affirmative Way. 
This is consistent with the reflection in Four Quartets 
that the way of the saint seems the only valid one. Later 
this is balanced and reconciled by the affirmation of both 
ways in "Little Gidding". The matter is put more clearly 
in The Elder Statesman where the love of human beings is 
presented as a valid and indeed a preferable way by which 
the ordinary soul progresses to God. Eliot himself 
admitted that "The Cocktail Party wasn't altogether 
20 
satisf actory" . 
.... 
Surface C: The Conf idential Clerk and The Elder 
Statesman 
Eliot's approval of caricature implied an endorsement 
also of farce and superficial comedy. This is used in The 
Confidential Clerk (1953) to express Christian meaning in 
several ways. He stated his own intention about its use as 
a structural device: 
People criticized the third act of The 
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Cocktail Pa as being rather an 
epilogue, so in The Confidential 
Clerk I wanted things to turn up in 
the third act which were fresh events. 
Of course, The Confidential Clerk was 
so well constructed in some ways that 
people 
2 
thought it was just meant to be 
farce. 1 
Within the context of the farce, with its conventional 
themes of illegitimacy, mistaken identity, the foundling 
child, the dishonest nurse, and the surprised -parent, Eliot 
explores a Christian theme and the play contains, as did 
the earlier ones, the search for salvation through self- 
knowledge. In Christian terms, the search for self- 
identity suggests the need to discover oneself as a child 
of God and therefore an image of the divine. The play may 
also be related to the resolution in Four Quartets and it 
uses the metaphor of artistic creation to express this. 
At the level of farce, Mrs. Guzzard plays the dual role of 
dishonest nurse and fairy godmother, and on the spiritual 
level, the agent of divine providence. Her final questions 
about the fulfilment of wishes leads to the denouement and 
the happy ending when the truth is revealed. 
The character portrayals suggest caricature and the 
flatness appropriate to farce, but Colby is developed 
beyond this and his character has depths which allow the 
achievement of spiritual fulfilment through self- 
identification. Although we know something of the life of 
each one, the characters are presented only in outline. 
The plot is very stylized in keeping with farce, and includes 
a series of comic reversals, but always with an underlying 
252 
seriousness. 
The problem of self-identity is the pivotal point of 
the plot. All the other characters except Eggerson try to 
make Colby into what they want him to be and so he 
experiences the same sense of distress, loss of identity, 
and fragmentation as Harry, Celia, and Edward: 
I'm not at all sure that I like the other person 
That I feel myself becoming - though he fascinates me. 
ggerson represents the world of art towards which Colby 
strives, while Sir Claude represents that of commerce, but 
with an inner desire for creativity. He too has a need for 
artistic fulfilment and is aware of another reality. He is 
in search of spiritual fulfilment and conscious of a 
spiritual impulse which he expresses in aesthetic terms: 
Most people think of China or porcelain 
As merely for use, or for decoration - 
In either case, an inferior art .... For me, they are life itself. To be among such things, 
If it is an escape, is escape into living, 
Escape from a sordid world to a pure one .... 
I want a world where the form is the reality, 
Of which the substantial is only a shadow. 
However, like the Chamberlaynes, he seems reconciled to 
having to make the "best of a bad job": 
There are others, it seems to me, who have at best 
to live 
In two worlds - each a kind of make-believe. 
Colby's desire to know his real father is a reflection 
of his desire to know the divine one - Although he is 
musical in the literal sense, he lacks spiritual harmony. 
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He cannot accept Sir Claude as his father; cannot identify 
himself with the imperfect human potter until he has 
established a relation with the original creator who will 
give meaning to his life. He recognizes that the problem 
with him, as with Sir Claude, is that their art has nothing 
to do with their "other" lives and thus they lack 
integration. Eggerson achieves this fulfilment in his 
garden to which he retires and from which he emerges with 
the fruits that represent his spiritual labour. The search 
for perfection in the garden is a metaphor of the search 
for the bliss of the lost Eden, and the religious 
implications are made clear when Colby tells Lucasta: 
If I were religious, God would walk in my garden 
And that would make the world outside it real 
And acceptable, I think. 
This echoes Genesis 3.8 and the estrangement of Adam and 
Eve in the garden of Eden after their disobedience: t ey 
heard the voice of the Lord God walking in the garden". 
When Colby knows the true identity of his father, his 
dilemma is resolved and he is free at last to pursue his 
destiny as a musician in the service of his "Father". 
Eggerson, as Colby's spiritual guardian, predicts another 
vocation which will lead to Colby's taking religious 
orders. Thus Eliot places the resolution of the play in a 
context far from the farce of pure comedy for it expresses 
serious Christian truths. These concern man's identity, his 
relationship with God, and the fulfilment of his destiny in 
this "right" relationship. The characters with the 
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exception of Colby may remain "flat", but there is a sense 
in which they all grow, through knowledge of their real 
identities and new relationships. This leads to a fuller 
acceptance of God's design "from which they draw their 
being", although only Eggerson and Colby, perhaps, achieve 
this to any significant extent. 
The Elder Statesman (1958) is similar to the preceding 
play in theme and structure, for here again are two levels 
of drama which relate human and divine love. It follows the 
Christian pattern of salvation - of sin, recognition of sin, 
confession and acceptance of responsibility for sin as part 
of the process of redemption culminating in exultation in 
new found faith. The slow growth from despair to becoming 
an agent of God's will is a pattern found in many places 
in Eliot's plays as well as in his poetry. There is also in 
this last play, evidence of Eliot's continued interest in 
myth and ritual which he sees as completing rather than 
superseding Christian ritual. But unlike the struggle in 
the earlier plays between two opposing principles, worked 
out in the death of the old and the rebirth of the new, the 
struggle here is internal. Lord Claverton represents both 
the old sin-laden god, the "old Adam" and the reborn, 
liberated god, the "new Adam". The pagan and Christian 
elements are fused. Significantly, he arrives at Badgley 
Court in the spring, the season of ritual rebirth and the 
Christian resurrection. The doctor figure and medical 
imagery of the earlier plays are more developed here as he 
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is both figuratively and literally ill and near to death. 
In this sanatorium, he can be cured only by "love 
unchanging" which in theological terms may be equated with 
the love of God. This is wrought through Monica in the 
role of spiritual confessor whose love brings about his 
salvation. Mrs. Piggot's role is similar to that of 
Agatha, Mary, Julia, and Mrs. Guzzard. She is the assistant 
of the spiritual healer and has always lived in a "medical 
milieu" . 
Lord Claverton hides behind two masks - that forced on 
him by the public's perception of him, and that which he 
chooses to wear in his self-deception. He must shed both 
before he is ready for the reciprocal giving and receiving 
of love , whether human or divine. The play begins and ends 
with the theme of love. Lord Claverton's quest for both 
kinds of love is framed in the human love of ivionica and 
Charles, which reflects that of the divine. Monica says of 
love at the beginning: 
It crept so softly 
On silent feet, and stood behind my back 
Q', uietly, a long time, a long long time 
Before I felt its presence. 
At the end of the play she states, "I've loved you from the 
beginning of the world". This is consistent with the 
Christian concept of God's love and grace. 
As penitent, Lord Claverton must accept responsibility 
f or and come to terms with the ghosts and sins of his 
unconfessed guilty past before he can find his real identity 
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and achieve salvation. His spiritual disease is as chronic 
as his physical 
is "much iller 
begins with his 
material gain. 
and as he waits 
spiritual state 
one and the doctor's diagnosis is that he 
than he is aware of". His spiritual cure 
recognition of the transience of public and 
Like Gerontion, he is spiritually inert, 
for the journey of death, he expresses his 
in totally negative terms: 
It's just like sitting in an empty waiting room 
In a railway station on a branch line 
After the last train ... 
... What am I waiting for In a cold room before an empty grate? 
For no one. For nothing. 
The prescribed rest and seclusion force him to begin on the 
painful path of purgation. Two things aid him in this: his 
recognition of the emptiness of all his public achievements, 
and the ghosts from his past who, in a role similar to that 
of the Eumenides, haunt him in the persons of Maisie 
IVIontjoy and Fred Culverwell. His perversion and corruption 
of their love and his violation of their friendship lead 
them to seek revenge by corrupting Michael. They become 
aspects of his alter-ego with which he must come to terms. 
Michael is the mirror image of his father and it is the 
reflection in Michael of his own youthful follies and 
indiscretions that leads Lord Claverton to recognize the 
importance of love as a means of salvation. With humility 
and penitence he determines to learn from his past mistakes 
by coming to terms with them: 
Do I understand the meaning 
of the lesson I would teach? Come, I'll start to 
257 
learn again 
Michael and I shall go to school together. 
This humility which is important in the Christian scale of 
values leads on to part of his cure. This requires 
confession to someone he really loves and who really loves 
him enough, like God, to forgive everything: 
If a man has one person, just one in his life, 
To whom he is willing to confess everything ... Then he loves that person, and his love will save him. 
Monica's love leads him to see the enduring and transforming 
nature of love and this facilitates his confession to his 
children. But his salvation requires expiation as well as 
confession. Thus he comes to terms with his ghosts, his 
pursuers, and his past. Like Milton's Samson, he faces the 
agony and humiliation of exposing his guilt and publicly 
assuming personal responsibility. His premonition of death 
is then accompanied by a sense of peace and understanding, 
with a knowledge of himself and of that human love which 
reflects the divine. He awaits the spiritual journey with 
confidence and illumination: 
I feel at peace now. 
It is the peace that ensues upon contrition 
When contrition ensues upon knowledge of the 
truth... * I've only just now had the illumination 
Of knowing what love is. 
Eliot stated that the "play in the background" 
was the Oedipus at Colonus. 
22 So once again he can be 
seen linking tradition and contemporaneity, and in this 
case he does so much more successfully than in The 
n. Unlike those of the other plays, the 
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protagonist here begins with little or no spiritual 
awareness and this is f orced on him only by impending death, 
his pursuers, and by the imminent moral perversion of his 
son, for which he is in a way responsible. Eliot uses the 
old king Oedipus as his model for the exDression of personal 
guilt, confession, and expiation, but his play emphasizes 
the will of the Christian God and the love and responsibility 
this entails as a means to redemption. All Eliot's works, 
both the poetry and the drama, can be seen to culminate in 
the perception of that infinite love historically manifested 
in the Incarnation which goes on existing in the world to 
save refractory man. This was seen as early as The Rock: 
Then came, at a predetermined moment, a moment in 
time and of time, 
A moment not out of time, but in time, in what we 
call history: ... for without the meaning there is no time, and 
that moment of time gave the meaning. 
Then it seemed as if men must proceed from light 
to light , in the light of the Word, Through the Passion and Sacrifice saved in spite 
of their negative being; 
Bestial as always before, carnal, self-seeking as 
always before, selfish and purblind as ever before, 
Yet always struggling, always reaffirming, always 
resuming their march on the way that was lit by 
the light; 
Often halting, loitering, straying, delaying, 
returning, yet following no other way. 
Lord Claverton Is blessing of Charles and Monica testifies 
to human love and the Affirmative Way. In this last play, 
Eliot's final message is the acceptance of human love with 
all its limitations, to achieve divine love and unity. This 
echoes Christ's two-fold commandment in St. Mark 12.29-31 
which -relates 
to love, firstly of God and secondly of human 
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beings. As we found in writing about his poetry, by this 
time his early theory of impersonality had been modified 
both in theory and in practice. His 1953 admission that 
the "world of a great poetic dramatist is a world in which 
the creator is everywhere present, and everywhere hidden , 
23 
is endorsed in the play through the dedication to his 
second wif e and the epigraph implying a private world of 
love like that of Charles's and Monica's: 
To you I dedicate this book, to return as best 
I can 
With words a little part of what you have given me 
The words mean what they say, but some have a 
further meaning 
For you and me only. 
D. J. Lake states that his dedication "is an explicit 
admission that some of Eliot's published work contains 
24 
private as well as public meanings" . This union of the 
poet's public and private voices is appropriate to a play 
which emphasizes the need to integrate public and private 
experience through love, both human and divine - It is the 
counterpart of the same process which takes place in the 
poetry, though it may not be worked out as successfully in 
the drama. For there is a sense in which, because of the 
biographical nature of his work, as he perceived Christianity 
imposing order on his life, he grew less concerned with 
dramatic theory. At the same time he became more 
preoccupied with theatrical practice, with using conventions 
and different models to convey meaning. This is indicated 
in the two epigraphs to this chapter. Certainly, Sweeney 
Agonistes and Murder in the Cathedral demonstrate his 
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theories to a greater extent than the later plays. Ihey 
are characterized by a reworking of the theme of spiritual 
salvation, while still incorporating elements of both pagan 
and Christian ritual and the use of Greek models. Eliot's 
aim of recapturing music hall drama and popular entertainment 
is scarcely realized in the plays after Sweeney Agonistes 
and is hardly compatible with verse drama and the demand for 
an audience of "refined sensibility", familiar with 
classical Greek literature and Christian doctrine. Yet, 
by creating plays with different levels of meaning, he has 
managed to express his vision in successful theatrical terms. 
As a Christian evangelist whose insistence on the need f or 
spiritual rebirth animates the "underpattern" of the drama, 
which remains "less manifest than the theatrical one", he 
leaves the audience, for those who can perceive the 
spiritual implications, "as Virgil left Dante, to proceed 
toward a region where that guide can avail ... no farther,, . 
25 
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CHAPTER VIII 
CONCLUSION : THE "UNIFIED SENSIBILITY" OF 
THE MAJOR POET AND DRAMATIST 
o9. 'lips only sing when they cannot kiss ', it may also be that poets 
only talk when they cannot sing. I am 
content to leave my theorising about 
poetr, y .... 
1 
Eliot's poetics suggest a continuous process of 
formulation and reformulation. As this study has 
demonstrated, and as he admits in his own writings, this 
process is related to his creative activity and the problems 
he faced both as artist and as individual. He is best 
understood as a person working out first his search for 
religious faith and then, after conversion, relating this 
faith to his poetic vocation. In contrast to the early, 
innovative period, his criticism of the 1930s onwards is not 
as ardent, nor does it contribute a great deal towards any 
totally new aesthetic theories. He becomes less 
preoccupied with the purely aesthetic and widens his 
perspectives. As he stated in 1928, "what happened in my 
own mind ... was not so much a change or reversal of 
2 
opinions, as an expansion or development of interests". 
One issue on which Eliot remains consistent is what 
constitutes major poetry. Apart from his recognition that 
264 
a major poet's work will normally achieve some maFnitude 
and not consist of a few short and unconnected poems, he 
is consistent about a number of other criteria. His 1932 
essay, "John Ford", suggests the importance of continuity, 
of thematic development, and of the perceDtion of the Dlace 
and value of each work in relation to the rest of the 
poet's canon. He cites Shakespeare's work as an example 
of this. In the same essay he also suggests the importance 
of perceiving the canon as an organic whole and introduces 
the notion of a continuing, developing personality as 
relevant to the major poet's work. In citing Marlowe, 
Jonson, Chapman, Middleton, and Webster, in descending 
order, as approximating closest to the success Shakespeare 
has in satisfying these criteria, he states: 
. 9e they give the pattern, or we may 
say the undertone, of the personal 
emotion, the personal drama and 
struggle, which no biography, 
however full and intimate, could give 
us; which nothing can give us but our 
experience of the plays themselves. 
3 
In "Goethe as the Sage" Eliot also adds permanence, 
universality, and the poet's sense of his own age as 
further criteria for judging the major poet: 
What ... are our criteria? 
Two, 
surely, are Permanence and Universality. 
The European poet must .. continue to 
give deligtit and benefit to successive 
generations .... 
Cle will continue to 
be of value to every Age, and every Age 
will understand him differently and be 
compelled to assess his work afresh.... 
Nis importance no nation or generation 
will question. The history of what has 
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been written about the work of such a 
man will be part of the history of the European mind. 4 
If we bear in mind Eliot's delineation of a developing and 
unified personality behind the poet's work, we realize that 
he is describing his own personality and its relevance to 
his own creations. An analysis of his writings suggests 
that in all his poems there is one personality developing 
and constantly changing as it strives towards illumination. 
When we look at Eliot's life we perceive the unity between 
his poetics and his poetry. On one level of course , the 
poet's personality may be irrelevant to our appreciation 
of his work since he gives it a universality apart from 
himself and in doing so he validates his own theory that 
the poet is able to transmute his private emotions into 
something more general. And yet our knowledge of the poet's 
personal emotions behind all the poems leads to a richer and 
fuller appreciation, and both levels co-exist harmoniously. 
On this second level of interpretation we should recognize 
that in the early poems he uses masks as Yeats did, adopts 
the Laforgian style of self-mockery, and employs aspects of 
Symbolism, and Imagism, all as distancing techniques. But 
the use of the interior monologue and the Romantic 
subjectivity of the "I" persona show that behind the voices 
in the poems up to "The Hollow Men" is the anguished voice 
of the young poet experiencing his own emotional and 
spiritual distress. For, like Arnold's, these poems portray 
"the painful position that he occupied between faith and 
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disbelief". 5 If we accept the early poems as the 
expression of the poet's own dilemma which he tries to 
render in objective, impersonal terms in keeping with his 
theory at the time, we recognize the poems and the poetics 
as belonging to the first stage of his development. The 
poems become the precursor to the middle period and to the 
acceptance of the relevance of belief and the expression of 
personal emotion in poetry. "Ash Wednesday" trumpets his 
acceptance of faith as the poet speaks in his own voice of 
his resolution not to "turn again". The exultant Ariel 
Poems express the joy of new found faith and the difficulty 
of living Christ's way. This culminates in Four Quartets 
where the acceptance of faith and spiritual discipline hold 
together the themes of philosophy, time, eternity, life, 
death, religion, art, and history. 
The plays from Sweeney Ag nistes to The Elder Statesman 
repeat a similar pattern in which the main characters also 
search for fulfilment through submission to God's will. In 
all the plays this is reached after a period of agony and 
despair similar to that in the poems. Although it may often 
lead to physical death or isolation, it leads to spiritual 
rebirth and union with the divine. Eliot's poetics, poetry, 
and drama advance in parallel manner and this points towards 
a final unity that brings all three together as the product 
of a unified personality. For the pattern of salvation in 
both the poetry and the plays is the one by which Eliot 
traces his own Spiritual growth. In both, the poet/dramatist 
moves nearer to the point where, in his final creation, 
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Monica becomes his mouthpiece: 
Age and decrepitude can have no terrors for me, Loss and vicissitude cannot apDal me, 
Not even death can dismay or amaze me 
Fixed in the certainty of love unchanging. 
As demonstrated in the previous chapters of this study, 
the universality which Eliot stipulates for the major poet 
is achieved by his use of symbols and allusions and by 
various techniques and literary models, but above all by 
their structure. Whether it is the dramatic monologue 
of "The Love Song of J. Alfred Prufrock" and "Gerontion", 
the mythical framework of The Waste Land, the confessional 
form of "Ash Wednesday", or the exploratory and 
contemplative nature of Four Quartets, each is a way of 
universalizing the theme. In the poems, form and content 
are organically unified, but Eliot is not always quite as 
successful in the plays. Murder in the Cathedral is the 
most satisfying in terms of unity of form and content, and 
The Family Reunion, the least, because of its failure to 
unite the pagan and Christian. The plays are interrelated 
in theme but the quest for personal salvation, carried over 
from the poetry, is overworked. While each play is 
different, there is not the great variety of theme and 
texture to be found say, in Shakespeare. Although the theme 
of the plays is largely the Christian one of death and 
rebirth, it may also be expressed in terms of pagan myths; 
but this does not mean, of course, that Eliot lacks 
Christian conviction. It suggests rather a continuing 
interest in the findings of anthropology as part of the 
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unity of experience he advocates. 
The f inal criterion to be considered is the permanence 
of the poet Is work and its relevance to his own and other 
ages. Eliot's own age regarded his poetry up to and 
including The Waste Land as an expression of their own 
disillusionment, but his poetry of a more explicitly 
religious nature might not have gained this acclaim, yet 
it certainly expresses what the poet sees as a faith 
necessary to "redeem the time". His poetry was, of course, 
part of a poetic revolution, and has continued to be read 
not only by scholars, but by a wider public, and this 
attests to its continuing vitality. His identification of 
himself as a "classicist" perhaps refers to his "historical 
sense" which leads him to adapt the works of the past for 
his own purposes. Not only are there aspects of Modernism, 
Symbolism, and Imagism in his work, but his early anxiety, 
doubt, and despair identify him with the Victorians, 
particularly Arnold and Tennyson, and his use of the 
dramatic monologue, on his own admission, owes something to 
Browning's work. In spite of his early support of 
impersonality in art, his work is highly personal and 
subjective and could be described as Romantic. In the sense 
in which his work is "one long poem" documenting his own 
personal, spiritual, emotional, and artistic development, it 
is a record of "the growth of a poet's mind". One could 
argue its similarity to Wordsworth's The Prelude and Joyce's 
Portrait of the Artist as a Y. 2un Man. This may be why f_ 
Eliot insisted there should be no biography for he had 
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already documented his own inner life as no historian or 
-biographer ever could. 
While this study recognizes the various philosophical 
influences on Eliot's poetics and poetry, it has not 
highlighted them because they were subordinated to the 
young Eliot's search for spiritual fulfilment. His study 
of the philosophies of Santayana, Bergson, Royce, and 
Bradley was a means and not an end in itself. It did not 
solve his emotional and spiritual distress. He could grasp 
and understand these as intellectual systems as Saint 
Augustine did the philosophies of the Manichees. He 
describes Pascal's method which culminated in faith as 
that of "the process of the mind of the intelligent 
believer", and his poetry, poetics, and life suggest a 
process similar to that he describes in "The 'Pense"es' of 
sca1 11 : 
... the man who is trying consciously 
and conscientiously to explain to 
himself the sequence which culminates 
in faith, ... proceeds by rejection 
and elimination. He finds the world 
to be so and so; he f inds its 
character inexplicable by any non- 
religious theory: among religions he 
finds Christianity ... to account most 
satisfactorily for the world and 
especially for the moral world within; 
and thus , by what Newman calls "powerful and concurrent" reasons, he 
finds himself inexorably committed to 
the dogma of the Incarnation. 6 
We may, in conclusion, maintain that Eliot used and 
modified his early poetics as his own experiences dictated. 
No one knew better than he did the limitations of his 
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poetics; and this explains his continual insistence that 
his are not general theories, but that he is a practising 
poet documenting his own experience of writing poetry. In 
1933 he told his readers, "we must write our poetry as we 
can, and take it as we find it". 
7 In the previous year, 
in an account of Coleridge's criticism he wrote what is 
equally valid as a description of his own: 
Nor am I sure that ... [he] learned 
so much from ... philosophers, ... 
what is best in his criticism seems 
to come f rom his own delicacy and 
subtlety of insight as he reflected 
upon his own experience of writing 
poetry. 8 
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